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It is often modest beginnings that lead to something imponant. It cu· 
tainly seems like a li ttle thing, a quest. Everybody has an idea of what 
a quest is. And yet going deeper into its meaning can serve [0 bridge 
some of the deeper gaps in the study of new media. As Howard is aware, 
quests arc a way to "play" literature that can combine the interpretive 
and configurative functions (in Aarseth's terms) and avoid exclusionist 
and often unproductive debates. Howard goes beyond the utilitarian and 
most common view of quesu, dwelling instead on their symbolic and 
meaning-charged possibilities, thus offering a way to teach both literature 
and new media to those who move effortlessly between print and digital 
worlds. 

This is one of those uncommon books that build bridges between alien 
disciplines. Howard is a true Renaissance man in these electronic times. He 
merges his knowledge and love of literature with his emhusiasm for com· 
pUler games and the unexplored possibilities of the new medium. Human 
intellcctual activity has a common base, be it expressed in me form of poems 
or computer games, and Howard shows us some of the mOST STunning con­
nections between the old form of quest literature and me new challenges of 

gam"-
This is a book for humanists, who will find a refreshing new relevance 

to meir field. It is also a book fo r digital meoriSts, who will be interested in 
how me old can tell Wi something aboU[ the ncw. Computer game designers 
will learn how TO make better use of symbolism and allegory to improve me 
emotional impact of, and give a deeper meaning to, mdr quests. Other qUC5t 
meorisu have talked of "mcaningM in general, but Howard analyus just what 
"meaning" could be, what kinds of meaning there arc, and how these kinds of 
meaning are valuable in different ways. 

This book's achievements include a history of quest computer games 
and quest narrarives, as well as a summary of classic literary theories about 
questS; an analysis of newer games wim more challenging structures than the 
ones studied up to now; a convincing discussion of the importance of space in 
relation to quests; and descriptions of the different kinds of quests. Espttially 
valuable arc the book's practical applications, in which quest components arc 
carefully described and then tested in the accompanying exercises. The book 
also reprints portions of old texts, Sir Gawain and th~ Gl'un Knight and TIN 
Fam~ Quun, which will help the reader understand th~ historical legacy of 
quest literature. 

I am convinced that the study of the theories proposed and th~ comple-­
tion of me exercises in this book (try to make your own Holy Grail!) will fu16l 
Howard's goal of giving teachers and students"a set of strategies for designing 

( 

I 

( 

r 

c 



meanmgful aaion," a worthy aim in th~ rimes of bad design and drought 
of the imagination. 

Dr. Susana Tosca 
Associate Professor 
IT Unive~ity of Copenhagen 



This is a book about quem. A qUe§t is a journey across a symbolic, fantastic 
landscape in which a protagonist or player collects objects and talks to char­
acters in order to overcome challenges and achieve a meaningful goal. This 
definition draws upon (he work of both new media theorists like £Spen Aars­
cth and Susana Tosca and literary critics like Joseph Campbell and Nonhrop 
Frye. However, my definition is unique because it seeks to bring together 
literary and new media theorizations of the quest in a way that can allow de­
signers to create: benee games. A quest is a middle: term, a conceptual bridge 
that can help to join together many two-pan or "binar{ pairs that arc ofr:en 
considered separately in new media and literary studies. These include: 

• 
• 
• 
• 

game and narrative 

gaming and literature: 
technology and mythology 

and meaning and action. 

In terms of games and narratives, quests ar~ on~ way of resolving th~ debare 
b~tween "narratologists," who see games as stories, and "Iudologists," who see 
games as rule-based simulations. But this debate is starting to wind down, 
with som~ factions suggesting that the argument never acrually took place 
because it was always the product of misunderstanding and vague terminol­
ogy.1 This book joins the growing consensus that games and narratives are 
not fundamentally in conRict and can complement each other. 

When we view games and narratives as complememary, we will find 
three rdated terms in the discussion of quests: 

• quests 

• quest games 

• and quest narratives. 

Quests take place in betwttn games and narratives, as well as within games 
and narratives. Stories about quests, known as quest narratives, constirure 
an ancient and well-known literary genr~. In these narratives, a quest is a 
structure in which a hero embarks on a journey to attain a meaningful goal. 
Quest narratives include heroic epics like Thr Odyssry. medieval romances 
like Parzivai or Thr Qllm for tht Holy Grail, and Renaissance allegories like 
Thr Farnt QIlWU. Well-known critics of myth and literarure ha~ theo­
rized quest narratives as a universal or ~archerypal" structure, such as Joseph 
Campbell's "monomyrh" of the heto's journey or Northrop Frye's idea of the 
quest as the defining suucrure of romance. More recent narratologists and 
literary critics, such as Wayne Erickson in Mapping fht Film', QU«n: Qunt 
Structum and tht World of tht Poem and Piotr Sadowski in Tht Knight /)" His 
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Qum. have ext~nded understandings of th~ spatial and temporal pam:rns of 
the quest through sophisticated r~adings of particular narratives. 

There is also a shorter but heavily influential history of games that 
feature quests. or "quest games,~ extending from early adventure games like 
me Kingi Quat series up umil role-playing games l ik~ TJu Eki" Scrolh IV: 
Oblivion and World ofWaTrTiJfi. In these games, a quest is an activity in which 
players must overcome challenges in order to reach a goal. When players suc­
cessfully swmount the challenges of a quest and achiev~ its goal, the players' 
actioru bring about a seties of events that may comprise a narrative in th~ 
process. But quest games and quest narratives are not entirely separate. Be­
cause readers of literature have to work to actively interpret a story, there are 
game-like eI~ments to quest narratives. 

Because game designers sometimes draw upon me conventions of quest 
narratives, ~Iements of que$[ narratives have also influenced quest games. For 
example, the early histoty of tabletop role-playing games and computer role­
playing games drew substantially on the work ofJ. R. R. Tolkien, a professor 
of medieval literature and languages who modeled his own quest narratives 
on the med.ievalliterature mar he studied. Game designers ohen cite Joseph 
Campbell 's ~hero's journey" as a pattern for meir &2ffles. The relationship be­
(Ween quests, quest games, and quest narratives can be visualized as the Venn 
diagram below, with ~quest l?lTles~ and "quest narratives" forming twO circles 
with one overlapping ponion in the middle that stands for "quests." 

In addition to the usefulness of these three terms in connecting games 
and narratives. quests have even more theoretical and practical potential IO 

help reconcile: meaning and action. So far, the: theore:ticallite:rature: on quem 
has revolved around a supposed conRict be:rween meaning and action. bur I 
argue: this conflict is illusory. In my theory. quests can be: used to unify both 

Qu~!il.5 <lu<" 
Narratives 

Fiprc I . The CM:rlappin8 n:luionship of quests. quest pn!e5. and q~ Darnllivcs. 
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meaning and action. Meaning is at rhe heart of qucS( games. and if is a form 
of meaning that is much closer to literary traditions than other game gentes. 
Quests are 300m action (hat is mc.aningfuJ to a player on [he levd of ideas, 
personal ambitions. benefit 10 society, spiritual authemidry. This is wh.at s('u 
them apan as an especially rich and imponant gaming activity. Garners and 
theorists do not talk about a ~ques[" to gobble all the white dors in Pac-Mil" 
or to take out the trash in Thl Sims, just as literary critic W. H. Auden insistS 
that the search for a lost bunon is not a quest. Instead, designers and players 
discuss quests to save Princess Zdda. achieve all me virtues of me Avatar in 
rhe Ultima games, or close the gate,,; to the heUish plane of Oblivion in Th( 
Eldlr Scrolls IV: Oblivion. 

The meanings of quest games emerge from sITaregic actions, but these 
actions have thematic, narrative, and personal implications. Salen and Zim­
merman have e10quencly called for ~meaningful play" as me primary goal 
of game design, hur their definition of meaning involves receiving feedback 
from a system that makes the outcome of one's choices srrategica.lly intel­
ligible (37). In addition to this discernible feedback. I argue mat designers 
can produce meaningful action, as well as helping to bridge the gap belWeen 
games and narratives, by drawing upon strategies derived from quest nar­
ratives, such as medieval romance and Renaissance allegory. In panicular. 
designers can benefit from the tradition of symbolic correspondences that op­
erates in these narratives, in which every space, character, object, and action 
stands for another idea in a complex array of interrelationships. To function 
in games, these correspondences should emerge from fun gameplay, discov­
ered through the player's strategic actions undertaken to overcome challenges 

and achieve goals. 
These principles have educational implications. both for how we [each 

literature through games and how we teach aspiring game designers to de­
sign quests. As an exercise. I advocate transforming quest narratives into 
quest games through the construction of design documents and the usc of 
construction setS, such as the Aurora Tooim and Thr Nrorrwinlrr Nights 2 
Toolsrt. Many of the exercises in this book challenge: readen to do precisely 
this. While such exercises arc useful in pcdagogic.alterms. this does not mean 
that all quest games must or should be based on works of literature. Litent)' 
quest narratives primarily ofTer a set of strategies for making more meaning­
ful quest games. and quest games present an array of tools for making literary 
interpretation both interactive and goal-oriented. 

Transforming narratives into quest games allows students to s« that 
meaning is produced by cognitive and imaginative activity rather than pas­
sively consumed. In other words. readers shape the meaning of a text in the 
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way that both designers and players shape the outcome of a game. This goes 
slighdy against the position of many game theorists and game designers such 
as Zimmerman, who argues that the interactivity of readers who imerpret 
a book differently is distinct from the imeracrivicy that allows a player to 

change a game (158). This book seeks to bridge the gap between these fwO 

types of imeractivity, or what Espen Aarseth calls the "interpre[alive~ and 
~configura tivc" functions (64--65). At the same time, I want to allow indi­
vidual players and readers the right to choose the imerpretarive goals that rhey 
pursue according to their own sense of belief and value, rather than suggest­
ing that a book can mean anything or that a game has to be pure simulation 
without meaning. 

In terms of bridging imerprerarive and game-like inten.crivicy, the clos­
est ancestor to my own project in literary theory is Jerome McGann's ~Ivan­
hoc Game," as theorized in RAdiant Ttxtualiry. McGann is an accomplished 
Romanticist and textual studies scholar who invented this exercise, dedicaTed 
to showing students how they can ~transform" o r "deform" the imerpretadon 
of a literary work within the rules provided by the author. McGann's work 
is brilliant, but he does not talk much about the actual historical tradition of 
video games, which means rhat he has to reinvent the wheel of game scholar­
ship. He also is nor interested primarily in having students design games and 
has instead designed a predominantly text-based game for them. Without 
working video games and game design theory as models, the Ivanhoe Game 
docs nor have panicularly goal-oriented gameplay. It is primarily a meta­
phor-a highly intelligent application of rhe concept of games That has little 
relationship to any particular genre of existing digital games. Somewhere in 
the middle ofSalen and Zimmerman's meaningful play and Jerome McGann's 
creative ~transformation," there is a gap between game design and literary his­
tory that remains 10 be filled. QuestS are one WOly of filling it. 

Who Is lhis Book. for? 

This book is intended for a broad range of audiences, all of whom can take 
something useful from each of its sections. 

• As a bridge-building text, il belongs in the toolkilS of both 
humanities scholars and independent designers. 

• New media researchers can benefit from the analysis and modi­
fication of the theories of quest narrat ives. 

• Humaniries scholars and professors, such as literature teachers 
wanting to bring computer-assisted instruction into their class­
room in an innovative way, can benefit from the book's combi-



nalion of lit~rature, garne:s, and practical classroom Gttrcises. 
Such professors might consid~r using this book in a class on th~ 
relationship berw~n narrative:s and games. where it would 
work well as a practical and accessible textbook. This book 
include:s many tutorials and exttrcises for use with Ihe Aurora 
Toolset, which can be purchased with the role-playing g:am~ 
N~rwinur Nights for fifteen dollars or Jess. 

• Independent designers sedcing to create new, innoV2dv~ que:st 
game:s can benefit from Ih~ theoretical arguments and tutori­
als. which present useful skills in the accessibJ~, user-friendly 
Aurora toolset. 

Because th~ audiences for the book are varied. I have tried 10 keep ov~rly 
obscure theory 10 a minimum, relegating postmod~rn ideas about language 
and interpretation primarily [0 footnoles. Similarly, I have provided histori­
cal background on both quest games and quesl narratives, assuming that a 
reader who knows the acronyms for role-playing terminology may not know 
the plot of Sir Gawain and th~ Grun Knight and vice versa. When de:signers. 
scholars, and students share knowledge of their respective disciplines and col­
laborate on focused. unified projects. the results are likely to help everyone 
involv~d. 

This Book's Structure 
After a genera! introduction to th~ theory and history of quests. this book 
contains four chapters about four aspects of quests, each consisting of twO 

subsections. The chapters discuss four Iheoretical components of quests: 

• spaces; 

• objects; 

• actors; 

• challenges. 

For each theoretical subsection, there is a corresponding section describing 
a practical skill associated with this aspect of th~ quest, with accompanying 
exercises and suggestions for the use of particular technologies for designing 
aspects of quests. These four practical sections arc: 

• level design ; 
. . 

• quest-Item creation; 
• NPC and dialogue construcdon; 
• event.based programming, or ~scripcing. " 
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Understanding the meory of the spaces of the quest can improve the prac­
tice of level design, and understanding the role of objects in quest narra­
tives and games can help one to craft interesting treasures as goals or rewards 
of one's queslS. Studying NPCs leads to bener quest dialogue, and know­
ing the centro challenges of queslS leads to better gameplay in the form of 

• • scnpnng. 
These correspondences are deliberate, since a key purpose of the book is 

to build bridges berween the theory of literature and games and the practice 
of game design, bOlh independently and commercially. There is a tendency 
on the pan of many game designers to view theory skeptically because they 
consider it to be divorced from practice, like Chris Crawford 's diagram of a 
fracrurcd pyramid in which a base of ~lnteractive Storytelling" is separated 
from a broken-off'tip contemptuously labeled MAArseth Isic) et all {sic]" (74). 
Crawford's argument is that game designers often do not think that theory 
can help them to make a bener producr-an accusation that is frequently 
leveled against theorists of the ludology/narratology debate. Yet I would re­
spond that designers do not bc:nefit from ignoring the meory or history of 
quest games or qUCSt narratives, and they may even lose OUt significantly by 
being fo rced to reinvent the wheel of quest design. struggling with a design 
problem that has already bttn solved in the hinory of quesr games or quest 

. 
narratives. 

Some game designers might suggest mat undeTSlanding the "meaning" 
of quests is not important to design , but this objection overlooks a funda­
mental aspect of quest design: the audience of role-playing games and adven­
ture games. A player who goes to a game store and sderu a role-playing game 
or an adventure game over a shooter or a simulation is likdy to already have 
an investment in an epic experience. Supporting this idea, Chris Bateman 
in 2/- umury Gamr DrJign offers an audience-centered approach to game 
design that draws upon extensive quantitative research of audience prefer­
ences to classify marketable games, including three overall genres categories 
of~quest , n ~strategy," and ~si mulation. n "Quest" games include the genres of 
adventure and role-playing games, suggesting that these rwo genres arc link«i 
by a shared ccntro activity. A5 Bateman argues. 

Ihe- Ie-rm quest aceuratdy describes the- core value- of the- games grouped 
hefe-. AJl lell Siories, and. due- 10 the- nature- of the- medium, the-se stories 
te-nd toward~ the epic (with more- intimare stories bC"ner suiting action 
gamo). Pbyc-r! cxpc-et the-i r quesl games 10 lut many hours of play, so 
notiu are often wide- in K.Opc-. (264) 

From Bateman'~ pcr~p«t ive a.\ a successful designer who has done substan­
tial r~rch into Kif- reported audience prefe renccs, many garners prefer a 
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sweeping, epic experiena that can beSt be described as a "quest game," which 
includes a variety of mote commonly used genre labels such as ~advc:nturc: 

game" or "RPG. " One ('xample: of a quest-based RPG mat has benefited from 
irs designers' consideration of the meaning of quests is NtvnwinUT NighlJ 2 . 
The ragiine "everything you do has a meaning" points toward the rdevana 
of meaningful acrion in a commercially successful RPG. This is a ddibcr2[(' 
marketing strategy geared IOward the idea that players of quest games buy 
their games on the basis of meaningful quests.! Such players want a game: (0 

give them a sense: that theif play is parr of an epic storyl ine with consequences 
that will affect a simulated world positively or adversely. These players will 
continue (0 appreciate: their favorite quest forms, whcmer kill quests or fetch 

quests , but they will also gravitate [award games mat use mesc: forms or om­

ers in new and interesting ways. 

Notes 

I Gonzalo Fra!ica maka this argument in "Ludologists Love Storics, Too: NotCli from 
a Debate That Never Took P!ace~ (Frasca, 2003). 

1 Moreover, reviews of N~int" Nig/m 2 have suggested that the variecy and ingc­
nuicy of quCStS a!i well as thei r integrat ion into an en~ing storyline is a seiling point 
of the game. For example, the Gamespot review argu Cli that MThe qUClit design is 
intercsting and usually fits wdl within the COntext of the Story. There arc some quests 
that just require you to find or deliver a cenain item, but [he rcquirrd qucsrs 2Te 
usually much more involved than that. You'lI be asked to do everything from saving 
damsels in distress to answering riddles and even acring as 3 rrial anorney. ~ 



Quests dS a Bridge Between Games and Narratives 

As Jesper luu] explains in HalfRtal: VirUo Gt1m~J b~twrm Rraf Ruks and Fic­
tional Wor/dr, some scholars of video games have written about the concept of 
the quest as one attempt [0 resolve a long and biner conflict between ~narra­
wiogis[SH and ~ludo[ogists." In game studies, narraw]ogislS argue that g2J1les 
can be analyzed as narratives, whereas ludologim (from the Latin luddrr.. ~[O 
play") insist that games should be studied for the features that are distinctively 
related to play, such as rules and simulation. Whjle the definitions of both 
narrative and game are highly contested by both camps, these' rhcoriS(S rend 
(0 define a narrative as a sequence of causally and dramatically connected 
events that a reader follows in rime. In comrast, a game is a set of rules fo r 
interactive play. Juul writes: 

As an attempt at bridge-building befWeen the open structure of games 
and the closed structure of 5tories, the concept of q/UstJ has bcen pro­
posed by Ragnhild T ronstad, Espen Aarserh, and Susan ToSCI.. Quem in 
games can actually provide an imeresting [)'pC of bridge befWeen game 
rules and game fiction in that the games can comain predefined sequenc­
es of events that the player then has to actualize or effect. (17) 

Juul concisely defin es the difference between a quest and a narrative by focus­
ing on the issue of performative activity, which requires the player of a game 
to cause events to occur through effort rather than passively observing as 
these events unfold. 

Rather than dispensing with the events of narrative altogether, as many 
radicalludologists propose, Juul suggests that a game can be interaaive and 
contain a Strong Story if the player must enact its events. T his quality of 
quests can be more accurately referred to as "enacrment H rather than "inter­
activity. " interactivity means that a player can change aspects of a simulated 
world, which responds to her act ions. interacrivity can result in what Henry 
Jenkins calls "emergent narratives," such as the conversations that a chancter 
has with another character in Tht Sims (128-29). interactivity is a prereq­
uisite of enactment but is not sufficient to produce it , because enaament 
refers not just to random changes created by the player in a simulated world 
but rather to the overcoming of specific challenges that results in particular 
events. Enactment requires active, goaJ-di re<:ted effon, often in the form of 
balancing long-term and short- term goals. 

In "Quest Games as Post-Narrative Discourse," Aarseth defines a quest 
in a way that highlights enactment as well as the movement through space 
and the iden tification of a player with a virtual identity, o r ~avatat. " He writes 

I 

I 

t 

r 
o 
d 
u 
C 

t 
• 
I 

o 
n 



2 

that "a pla~N.vatar mUSt move through a landscape in order to fulfill a goal 
while mastering a series of challcnges. This phenomenon is called a quest" 
(368). Aarseth is one of the leading proponents of ludology and is famous 
for having vehemently opposed the use of~narratology" 10 analyze games as 
SlOries. Iklieving mat massively multiplayer online role·playing games such 
as Ewrqum cannot be understood as stories, yet faced with me popularity of 
some acrion-adventure games that do seem to have a strong story. Aarseth 
opts for the intermediary activity of me quest. 

tiara"! Dtfinirions of Qy<5tS 

In COntrast to many bUl nO( all ludologislS, I argue that a search for mean­
ing is not analogous but rather intrinsic to the design of quests because of 
the literary history of quest narratives and their associations with religion 
and mythology. As Tosca acknowledges, "The idea of [the) quest as a search 
with a transcendent meaning (as in ~quest for the Holy Grail") is part of the 
~ryday use of the word and no doubt has some influence in the way players 
and designers look at them" (sec. 4 .1) . The word qum etymologically comes 
from the Latin word quma". meaning "to seek." This defin idon suggests a 
goaI-orienred search fo r something of value. Tk O:iford EngliJh Dictionary 
c.orrobor.ues this explanation in one of its definitions of "quest": a "search or 
pW'Suit, made in order to find or obtain something." A related dennition 
of quat gestures back toward its origins in "medizval romance," in which a 
quest is "an expedition or adventure undertaken by a knight to procure some 
thing or achieve some exploit." 

As these definitions suggest, questS in games were influenced by a long 
tradition of quest narl1l.tives, ranging from Homer's Thf Odym:y to [he me­
dleval romances of the Holy Gl1I.il, formalized in Joseph Campbell's "hero's 
journey" and Northrop Frye's anatomy of the "quest romance." Susana Tosca 
observes the relevance of the genres of epic and romance as well as that of Jo­
seph Campbell's hero's journey to the "background" of quest games, though 
sm: hl1l.clccts the question of how closely the literary and gaming 1I1I.dit ions 
can be related, arguing primarily that such theories are "not pointless" to 
the uudy of gamt:S. However, she views Campbell's pattern as either "tOO 
general" to be analytically useful or as incidental to the main thread of her in­
quiry. Yet I would argue that these patterns must have explanatory usefulness 
specifically relevant to games because they are part of the historical origins of 
games, and game designers themselves acknowledge their inAuenee. Tosca's 
claim is insightful but deserves further development, since a more detailed 
and forceful statement of the relationship between the literary tradition of 
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quests and their operation as a gaming activity would allow the quest concept 
to fulfill its bridge-building function more effectively. 

Moving Past the ludology and Narratology Debate 

QuestS take their place in an increasing consensus that games and narratives 
can work productively together, allowing us to move beyond the debate ~­
tween ludologists and narratologists. Theorists and designers alike agree that 
there can be transformations back and forth between games and narratives as 
weU as many intermediate forms in between the cwo categories. The idea of 
adapting material from narrative to game and back again is rapidly becom­
ing well-accepted in the academic srudy of new media and literature, as can 
be seen in the transition from the anthology First Pn-son to its sequel StroM 
Prnon. Moving past the contentious ludology versus narratology debate that 
characterized the first volume and the first wave of game srudies, many of the 
essays in the second volume discuss ways that designers have based games 
upon stories (including Tht Namt of tht Rou, Lovecraft's Cthulhu mymos, 
and many other franchises). The title ofJames Wallis's essay, "Making Games 
That Make Stories, ~ sums up just how closely intemvined these cwo forms 
are currently understood to be. There are many strategies for adaptation rep­
resented in Srcond Pason, in which computer games become collectible card 
games and novels become board games. 

Perhaps especially intriguing is the editors' decision to single out twO 

writers of narratives on the various types of games and adaptation in the 
book: Tolkien (for his "quest structure") and H. P. Lovecraft (for his Cthulhu 
mymos). The fictional worlds ofTolkien and Lovecnft can accommodate 
both quest games and quest narratives. offering examples of transformations 
in both directions. We do nm have to speculate on whether quest narratives 
can be transformed into quest games strictly as a pedagogical exercise, be­
cause this transformation has been successfully achieved many times in both 
directions. 

For example. the fictional universe of H. P. Lovecraft's ~Cthulhu 

mymos" has generated many narratives written by other authors as well as 
many games. Aumors and designers have transformed several of the rales 
(some of them. like "The Dream Quest of Unknown Kadam. n themselves 
quest narratives) into games. Lovecraft·s fiction forms the basis for the rules 
of the tabletop role-playing game Call of Cthu/hu, which gives rise to many 
possible questS, including scenarios/modules and computer games like Call of 
Cthulhu: Dark Comas of tht Earth. Similarly, the quest narratives of fantasy 
writers). R. R. Tolkien and Fritz Leiber inAuenced the rules and worlds of 



D.aguJlls .",J Drat!'ns; iat(:[, Margaret Weiss and Trac(:y Hickman adapt(:d 
.scvual play sessions of DungMns and Dragons into the Dragonkmu trilogy. 
This trilogy in tum ba:ame a rule-book, which was part of th(: inspiration for 
W Dragonlanc(: Adv(:ntu['(:S modding group to creat(: mods in the Dragon­
lance univt'rsc: using the Aurora ToolSC!t. 

Quc;st3. GamtS. and Inruprttodon 

As the d(:bat(: be:rween the ludologisrs and th(: narratologists dies down, many 
game throriSts and gam(: designers increasingly focus on meaning and inter­
pretation as c:e:nual to game design and narrative. Salen and Zimm(:rman call 
for "meaningful play~ as the overarching and c(:ntral goal of successful gam(: 
design. In Unit Op",ations, Ian Bogost incisively challenges Aarseth's long­
standing claim that readers and game players engage in two distinct cognitiv(: 
activities, or ~functions." Aarseth argues in Cyb",trxt that the dominant func­
tion of non-qbenextual literature is interpretative, in which [(:aders d(:t(:[­
mine implied meanings of a book or imagine its events and charact(:rs diff(:r­
ttltly. Aarseth suggests that the dominant function of cybenexts, including 
games, is configurariv(:. USC!rs reconfigure the elements of a simulation, as 
~n thc=y mak(: strat~c decisions about th(: d(:pioym(:nt of resources within 
a set of ruks (64) . 

In COntrast to Aar5(:th, Bogost suggests that literary textS and video 
games (as well as a vari(:ty of other art forms, including film) are both com­
prised of discrete "units" that can be configured by users (ix). As Bogost 
argues, "any medium-poetic, literary, cinematic, and computational can 
be read as a configurative system, an arrangement of discrete, interlocking 
units of exprasiv(: m(:afling. I call these general instances of procedural ex­
pression unit opt'Tations" (ix). Bogost asserts that these "unit operations" can 
be studied and interpreted critically in t(:rms of the ideas about society that 
thq express, consciously or unconsciously, and that an awareness of these 
opeiuions can in turn (:ncourage more expressive game design. Bogost t(:nds 
to focu.s on mod(:rn and contemporary texts, in part because he is im(:rested 
in ways th.u games can comment on cont(:mporary political ideology rather 
than in anci(:nt mythology or the Western canon of quest narratives. Nev­
~, he eloquently argues that ~we must also make room for imerpr(:ta­
tive strategiC!. mat remain faithful to the configurative properties of games" 
(J08). Hi!. point remains mat games and literature can me(:t at the issue of . . 
interpretation. 

In contra.u to BagOSt'S disct(:te ~ units. " rh(: quest is a featur(: of game· 
play and narrative' that is both "progressiv(:" and "systematic," twO qualities 
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that he denies to uniu (3). The configuration of a reader in a quest narrative 
and a <Juest game is defined by being ~goal~oriented. ~ This emphasis on goals 
often includes sequences of objectives in which there is some choice, such 
as the order of a rtain optional quests or whemer (0 undenake a side quest. 
The portions of the game engine and interface that keep track of quests are 
often called the game's ~quest system." This system fre<Juencly consists of a 
main quest as well as many side quests, yet the variety oflocaliz.c:d actions that 
players can perform while completing quests might still be re:garded as "unit 

. " opera[Jons. 

The tlistory and Theory of Quest Narratives 

The argument about the intersection of interpretative and configurative 
meaning in games and narrative is not JUSt a meoretical one. Indeed, under~ 
standing the theory of quest games and quest narratives is closely intertwined 
with issues of design and his(Ory. By studying the history of born quest narra­
tives and quest games, designers can benefit from "paradigmatic~ examples of 
quests especially well-constructed, innovacive quests that can inspire their 
own designs. This inspiration is more than emotional encouragemem that 
such achievements arc: possible. &amples of excellem games and narratives 
in this genre provide designers with a set of strategies for building meaning~ 
lUI quests. There are four classic theorists whose work can help designers to 
understand me history of quest narratives: 

• Joseph Campbell; 
• Normrop Frye; 
• W H. Auden; 
• Vladimir Propp. 

Campbell, die Hero's JourneJf, and Quesrs 

The designers who work with the quest note its resemblance to the "Hero's 
Journey~ as described by Joseph Campbell in Th, HtrO with a Thousand Faas 
and popularized by Christopher Vogler in Th, WriursJournry. Many game 
designers embrace the hero's journey as a potential srructure for games be­
cause it is effective in creating a compelling storyline mat will morivate on­
going play. Authors of books on game design who are also practicing game 
designers have praised Campbell's strUCture: in detail as a model for construct­
ing games. These authors include Glassner in Inuractiw StoryuiJing, Roll­
ings and Adams in Gamr DrJign, Novak in Gamr Drvrlopmrnt EssrnriAls. and 
Dunniway in "Using the Hero's Journey in Games" (Glassner 59--66, Novak 
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116-17. Rollings and Adams 93-111) . For Campbell, this journey conSli· 
rules a protagonist's quest to overcome various obstacles and enemies with the 
help of mentors in order to gain a mystical reward which she can then bring 
back [0 benefit her sociery. 

Campbell's \949 book Tht HtTO with a ThoUJnnd Fam contains a 
schematic oudine of a ~monomyth" of the ~herO'$ journey," consisting of a 
mreefold structure of ~separation, initiation, and return." Campbell writes, 
"A hero vc:nrurC:$ forth from the world of common day into a region of super­
natural wonder: fabulous fo rces are there encountered and a decisive victory 
is won: the hero comes back from this mysterious adventure with the power 
to bestow boons on his fellow man" (30). While Campbell's formula is usc­
ful in understanding the stages that many qu~ting h~nxs pass through, a 
"journey~ is not synonymous with a qu~t. Rath~r, a "journey" is th~ spatial 
mov~m~nt and t~mporal duration ~ntail~d by a quest. I 

As a srud~m of mythology and spirituality as w~n as a devot~d Jung­
ian, Campb~n r~gards this narrativ~ as archerypal , underlying all cultures 
becaus~ it ~xpresses a transcendent psychological and spiritual truth. Th~ 
usefulness of the qu~t structure oft~n exists in t~nsion with th~ postmod~rn 
theoretical assumptions of many game researchers, who ar~ sk~pticaltoW3rd 
transcendenc~ and me "grand narratives" that symbolize it. For ~xampl~, To­
sca acknowledges the practical association of the quest with narratives about 
transcendence and mythic apocalyptic epics about "saving [he world" while 
expressing theoretical distrust of this association. She writ~s that "th~ word 
quest evokes the dr~aded great narratives, and maybe that is why we should 
be areful wh~n using it, although it seems [hat, at least in the gam~ design 
field, it has come to stay" (sec. 4.1). 

Whil~ many game designers and theorists cit~ Campbell's "hero's jour­
ney- to discuss the lit~rary origins of the quest, Campbell actually addresses 
this concept more directly in his lat~ writ ings and lectures on th~ quest fo r 
the Holy Grail. The roots of the hero's journey are in Campbell's study of 
the Anhurian cycles and grail leg~nds, which wer~ th~ tOpic of his master's 
thesis. While h~ persuasively argues that the hero's journey is a cross-cultural, 
arch~typal pat tern running through the myths of many countries, th~ Gra.i l 
legend off~rs a particularly complete and rich templat~ for h~roic deeds that 
Campbell re turns to in his late work Crtativt Mythology. the last volume of 
his Tht Mas/a o/God series. For Campbell, the Grail quest emblematizes the 
Wem:rn search for an individual path in life that manifests itself in the pur­
posiv~ striving of the free will (564). 

This capabiliry of ~ach player to make choices about the unfolding of 
a natrativ~ in accord with hu own sense of self is only li teral ly possible in a 
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quest game, bU! it is the value that is most deeply al the: hean of quest narra~ 
fiYes. CampbdJ discusses the "qut:S t ~ as rxcmpJin.ed in the: Grail cycle: most 
directly in his book Cmu;lIr Myrhowgy, For Campbell, the quw for the Grail 
is ultimately a symbolic narrative of a deeply individualiS!;c search to follow 
the promptings of one's innermost self, exc:rcisf!d through conSiant striving 
within society. He sees the slOeies of the Grail as "the: firsl sheerly individu­
alistic mythology in the hislOry of the human race: a mythology of quest 
inwardly ffimivated-directcd from within~ (5 53) . 

AI the deepes! level, these are the aspects of players thoU can also be: 
encouraged through quest games, which allow individual players [0 strive 
toward the: goals that arc most relevant to theiT own values and beliefs as 
readers and players. As Campbell explains, "The Grail here, as in the later 
Qumr, is the symbol of supreme spiritual value. It is :Hlained , however, nOi 
by renouncing the world or even current social custom, bur, on the contrary, 
by participation with every ounce of one's force in the century's order of 
life in the way or ways dictated by one's own uncorrupled heart: what the 
mystics call the Inner Voice. " ~Parti c ipation with every ounce of one's force~ 
suggests unswerving effort to reach a goal of self-expression and self-improve­
ment. This is an enterprise that we can only admire in one of the knights 
searching for the Holy Grail but which we ca.n cultivate in ourselves through 
gammg. 

It is imporrant for designers to undustand the distinction between the 
hero's journey and Campbell's late work on quests in order to avoid using 
Campbell in rigid, mechanical, and monotonous ways. The "hero's journey" 
as Campbell theorized it in 1949 wu a ~monomythft_a single three-pan 
pattern that Campbell believed to extend across the most d iverse myths from 
differem cultures. When Campbell speaks of a "quest" in his late work, he 
is referring to a specifically Western emphasis on different individ uals' search 
to realize thei r own unique selves. The "hero's journey~ is always the same, 
but every quest is different-a shift in emphuis that Campbell illustrates 
through the moment in Thr Qum for thr Holy Grail al which each knight 
deliberately sets off alone into the forest at a point where there is no path. 
When some designers express wariness with the hero's journey as a mooel 
for narratives in garnes, they arc responding to a popular misconception of 
Campbell's theories that emphasizes the monomyth over the individual mul· 
tiplicity of creative queSts. If the hero's journey is applied unimaginatively. 
every game will follow the pattern of Star \%oN and Thr Lord oftlJt Rings. If 
quests arc created wilh an eye toward the emphasis on individuality found in 
Western medieval romances, then they ca.n be u idiosyncratic and original as 
the players who embark on them. 
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Northrop F'1Je 

JUSt as Camp~I1's writings help to establish a historical relationship berween 
the journey and the quest through its roots in medieval romance, Northrop 
Frye's Anatomy ofCririrism offers a rigorous lerminological disrinClion among 
the u laled lerm! of ~ romance.~ "quest," and ~adven[Ure.n For Frye. the "ro­
mance" is the genre:, or "mythos," that both contains the quest and is con­
tained by it in its overall structure. Frye writes that "the essential element 
of plol in romance is adventure. which means that romancc is naturally a 
sequential :md processional form. hence we know il better from fiction than 
&om drama" (186). Adventure is not synonymous with romance but rather 
supplies its content. and this content ukes me fo rm of a sequence. 

For Frye. the quest is the climactic episode in a series of adventures. dis­
cinguisht'<! from minor ev~nts by its size and centrality. At the same time. the 
quest is also the formal principle by which the romance is structu red, with­
our which it would only be a sequence of adventures. Frye concisely sum­
marizes. "W~ may call this major adventure. the element that gives literary 
fo rm to the romance, the quest" (187). Frye explains. "The complete form 
of the romance is clearly the successful quest, and such a completed form 
ius three main stages: the stage of the perilous journey and the preliminary 
minor adventures; the crucial struggle, usually some kind of battle in which 
either th~ hero or his foe, or both, must die; and the exaltation of the hero" 
(I87). Frye's structure, like Campbell's, has three partS, but Frye collapses the 
second of Campbell's stages n nitiation") inro the first stage of his schema. 
Frye also ends the quest at the conclusion of Campbell's second stage. directly 
after what CampbcU would call the hero's greatest battle. or "ordeal," and his 
subsequent "apotheosis: or elevation [0 divinity. 

W. H. lIudtll 

A third theorist of quest narratives worth considering in conjunction with 
Campbell and Frye is W. H. Auden, the famous modernist poet and critic 
whose 19G1 essay "The Quest Hero~ is both a literary analysis of quest nar­
ratives and a review of J. R. R. Tolkien's Tht Lord oltht Rings. Auden argues 
that the enduring populari ty of quest narratives is due to their "validi ty as a 
symbolic description of our subjective personal experience of existence as his­
torical" (82) . While this defin ition can sound intimidating. Auden is sim ply 
arguing that human lives closely resemble the pattern of a quest because of 
the way that we experience our day-to-day existence as a sequence of major 
and minor goals with an uncertain outcome in which we struggle with good 
and evil impulses. 
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Auden concedes that in terms of our "objective" Jives, most of us are 
nor heroes on long journeys through spa« becau~ our jobs k~p us in one 
pla«. but rhe ways that we change over time make our lives Kern like epic 
journeys. Auden does not rely on Jungian archerypes bUl a n an appeallo an 
imaginadve way of looking at everyday life in a way that helps us (0 make 
sense OUt of it through the epic SlorytdJing of a STOry such as Thr Lord ofthr 
Rings. Auden's argument would therefore bt" a uscful answer to skeptics who 
might doubt the wonh of computer g:ames becaUSt' of their connections to 
fantasy worlds like that ofTolkien. Auden's argumem might imply (though 
he wrote long before the advent of computer games) that such games can be: 
relevant to human life precisely because they are delving into 2 long literary 
tradition rhat r~aches a peak of mode:rn popularity in Tolkie:n. whe:re: it is th~n 
taken up by design~n of table:top role:-playing games. 

Vladimir Propp 

Vladimir Propp's 1928 Morphology ofrhf Folk Tnlr is one of the: fim rigorous 
analyses of narratives involving questS. Using Russian formalist theories of 
narratology, Propp breaks down the: compon~nt pans of folktales and their 
possible combinations. For Propp, a tale: is a sequence: of rigorously d~finc:d 
transformations by which ele:me:nts arc: f«o mbine:d according to suict rules 
of substitution and linkage:, much like: the: grammar of a languag~ . Th~ ele:­
m~nrs combint'd in a folktal~ arc: a set of recurr~nt characte:n, or '"dramatis 
personae:, ~ who perform Mfunctions," or prototypica.l actions. such as giving a 
talisman or t~sring the: h~ro. In particular, Propp discusses one: type: of main 
characte:r that he: ca.lls th e: "qu~sting h~ro,~ who e:ngages in a qu~st in order to 
fulfill a pereeive:d lack in his life: or that of his f.lmily. The character fulfills this 
lack by seeking out a wondrous "objccl. " Propp's rone and method arc: scien­
tificall y d~rached , focusing on patterns found objcctively in the dara of a vast 
collection of folk tales. His Strength as a throrisl is his awar~ness of the many 
possible rc:combinations of funclions in a diuying array of tales. Although 
his version of quest narraTives anticipates that of Joseph Campbell and Frye, 
his description of th~ tales is less philosophical and more: concrete:. 

Narradve 5UIICOIrts 8tcomeActividts in Games 

What Campbe:1l and Frye understood as a Slructure operates as an activity in 
quest games. Campbell's unified "monomyth" bc:oomc:s the "main quest M in 
a complex quest syste:m of intersecting, fo rking. and shifting ~sid~ quc:sts.~ 
The balance of main queu and side: quests resolves potential rension bc:t'A"eC'n 
the multiplicity valorized by postmodern rheories of new media and (h~ unit), 
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implied by an ancient "monomyth» or "grand narrative." Tosca's wariness 
regarding "grand narratives" that associate quests with transcendent meaning 
stems from this tcnsion between postmodern media and ancient source mate­
rial, which can be surmounted by a dose examination of the ways that game 
designers themselves address the issue. 

Designers of quest systems extend Campbdl's middle phase of "ini­
tiation~ and Frye's "minor adventures" in order to put the primary focus on 
player action, and they repeat the "separation-initiation-return" pattern itera­
tively to allow for prolonged, varied gameplay. In this respect, quest systems 
differ from Vogler's Tht Writtr's Journey, which simplifies Campbell's pattern 
into a relatively rigid three-parr structure that describes and generates unin­
ventive HolI)'\vood films. Instead, designers of quest systems compl icate and 
enrich Campbell's structure, awakening the latent potential for variety and 
activity in Campbell's source material. 2 By understanding how quest games 
function, literary critics can also reexamine narratives, from ancient epic to 
medieval romance, as potential "quest systems" because they have always im­
plied the possibility of goal-oriented imaginative action. 

Authors of quest narratives always sought to encourage these activities 
but were limited by the oral and written media available to them. These 
authors could create only the potential for activity, since readers or listeners 
might or might not imagine themselves acting within the authors' fictional 
world or changing everyday actions in response to quest narratives. Digital 
games require players to actualize this potential through goal-oriented acrions 
in simulated space. Quest narratives and quest games are not identical (as 
Barry Atkins suggests in his chapter on "Tomb Raider as Quest Narrative" 
in Morr Than a Gamr), nor are they irreconcilably different (as Aarseth im­
plies in his antinarratological analysis of "Quest Games as Post-Narrative Dis­
course~). Rather, quest narratives and quest games clarify and illuminate each 
other, so that the most contemporary, technologically sophisticated games 
offer insights into the most ancient narratives and vice versa. 

The History of Quest Games 

The history and theory of quest games rakes up where the work of Joseph 
Campbell and Nonhrop Frye leaves off, making literal a potential for in­
tcractivity that was always present in quest narratives. The work of J. R. R. 
Tolkien, an accomplished medievalist who produced the first modern trans­
lation of the romance Sir Gawain and thr Grun Knight, converges with the 
early tablerop role-playing to produce quests in adventure games, the first and 
.second generation of computer role-playing games, and MMORPGs. More-
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over, a shift away from random puzzles and hack-ancl-slash gamepJay toward 
an increasing emphasis on (he underlying meaning of quests appears in me 
evolving careers of pioneering designers like Richard Garrion and Robt:ru 
Williams. 

Designers' concern with the meaning of quests does not sdJ copies of 
the earliest quest games, like Killg's QUtft lor Ultima I. but ir does help in 
marketing the huer insrOlllmen[s in these series, as well as recent innovative 
quest games like Ntvtfwinur Nights 2. Educational game dcsigners as well as 
independent designers with an emphasis on in novative gamepJay could learn 
from these historical pam:rns by foregrounding meaningful questS from the 
beginning of the design process. Moreover, designers can follow the examples 
of Garrion and Williams by ddilxrardy drawing on literary source mate­
rial that is at the root of quest games bUI easy 10 forget when narratives and 
games are seen as in conflict rather than complementary. A5 in most fields, an 
awarenes.s of the history of game design keeps practitioners of mis crafr: from 
having to reinvent the wheel, saving them both time and money. 

TablUfJp RoIc.- Pla,/fnrGamts: Dllnywns and DrOfOlIs 

As Tosca argues, the history of qUCSt gamcs is strongly rooted in ~table[Op" or 
"pen-and-paper" role-playing games, in which re:ferees called "dungeon ma,s. 
ters" or ~game masters" guided players th rough adventures usi ng rulebooks, 
dice, and imagination to calculate the outcomes of players' actions. With mis 
background in mind, the history of qucsu in games might be said to begin in 
1974 with the publication by Gary Gygax and David Arneson of Dungrons 
and Dragons, the first massively popular pen-and-paper role-playing game. 
The precursor to Dunglom and Dragom was the WllI strategy game Chain­
maiL whose large-scale battles were closer to a r~-time strategy video game 
than the dungeon crawls that we associate with the game today. As Schick 
argues in Hao;c Worldr and Erik Mona clarifies in "From the Basement to the 
Basic Set: The Early Years of Dungtom 6- Dragonr," David Arneson expanded 
on Gygax's rules for group combat by creating a campaign organized around 
single players exploring a dungeon beneath a cascle (Schick 18-20. Mona 
26). 

The idea of the quest recurred in Dungtom and Dragons as a unit of 
gan1ing activity around which role-playing sessions could be based. although 
the word ~scenario" or "modulen was often used to refer to the paper books 
that contained stories and guidelines for game masters to usc in these ses­
sions. However, the module writer David Emigh did write a raoun:e for 
game masters called TIN Qum, billed as "a design guide book for the imagina-
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rive fanrasy game referee" that draws on "themes common to ancient myth, 
medieval romance and modern fantasy" and "guides the referee toward de­
signing morC' c:xciting role playing scenarios." Emigh provides a bibliography 
of mythological and literary sources for constructing engaging quests, advo­
cating Campbell 's Masks of God series over Thr Hn-o with a Thousand Fam 
and presenting a rich variety of q uest types from Celtic, Arthurian. and Norse 

mythology (55-59) . 
The reference to "modern fantasy" highlights the undeniable influence 

of J. R. R. Talkien on tablecop role-playing, along with that of many other 
fanrasy authors cited by Daniel Mackay as evidence of his historical "equation" 
for me genesis of the games: uFanrasy Literature + Wargames :0 Role-Playing 
Games~ (17). However, the awareness of [he literary sources of ~myth" and 
~medieval romance" suggests that there was some awareness of a broader rra­
di tion of quest narratives among game masters. Indeed, Gary Gygax himself 
acknowledges me inspirational value of a variety of literary sources, including 
mythology, in the appendix of Masur of thr Gamr, where he includes several 
such works in his ideal list of a ~Master's Library" (172-73). Gygax also cites 
Joseph Campbell's Thr Hrro with a Thousand Fam as a useful text for game 
masters, because this text summarizes the structures of heroic adventure un­
derlying Dungtons and Dragons. Gygax explains that "although I was totally 
unaware of it at the time, H most of (he elements of the heto's journey were 
"included in me thesis of [he DUNGEONS & DRAGONS work, the fi rst 
role-playing game created" (166). 

Text-Based fn waw ve Fictions: Adventure and lark. 

Building upon Dungrons and Dragons, [he second step toward quests in video 
games was the (ext-based interactive fiction called Advmtuu, whose history 
has been chronicled in detail in Nick Montfo rt 's Twirl] Littlt PasragtJ: An Ap­
proach to lnuractivt Fiction and in Dennis Jen's "Somewhere Nearby is Co­
lossal Cave: Examining Will Crowther's Original 'Adventure' in Code and in 
Kentucky. H Crowther completed his first version of AdvtnNtrt in 1975, based 
on his sessions playing the pen-and-paper Dungtons and Dragons as well as 
on his real-life explorations of Mammoth Cave. Players explored a sim ula­
lion of this cave, collecting treasures and solving puzzles by typing two-word 
commands, such as "go north" and "examine rock. " In 1977, Don Woods 
expand~d upon Crowther's version, combining it with fantasy elements de­
rived from Tolkien to produce a larger game called Coloual CaVt Advmtuu, 
wh ich in turn gave risc to many varian t games on the networks that preceded 
the Internet. 
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In the :micl.: ~In[crac(ivc Fiction ," Anthony Niesz and Norman Hoi· 
land argue that the qucSl is the central underlying motif of most interactive 
fi ction. They argue: 

In general , the structure is the Quest. The reader-hero setS out along 
a series of roads or passageways or rooms (one has to sketch a map to 
have any success al all with these games), She meets various helpeD 
or adversaries: encounters obstacles, aids. or treasures; and finds dead 
ends. or, more likely. that she has left something several stages back 
that she now needs. (115) 

Niesz and Holland's gcnera.l ization about IF originates in pan from the car­
ly date of their article, wrinen in 1984 whcn classic IF like the Adwnl'll" 
variams and the Zor/t series drew heavily on the quest motif. High fantasy, 
swords-and-sorcery senings were' very common in early intcractive fierion, 
which ~v~ntually branched out into many other genres as well as the gc:nre~ 
bending experimentations of today's inde~ndent interactive fi ction. On~ 

might also argue that the earliest interactive fictions tended to ~ "scavenger 
hunts" as much as quests, in which players often collected items and solved 
puzzles with littl~ sense of an ultimat~ goal contatualiud in narrative. 

Nev~rthdess, Niesz and Holland's focus on the quest as a primary mo­
tif in IF is valid in that many classic and contemporary interactive fictions, 
from Zork to Graham Nelson's Curm, are structured on a player's movement 
through a symbolic environment in order to achieve a me.aningful goal. Of 
p.ardcular note is Brimffonl: Thl Dmlm of Sir Gawain. which was based on 
Arthurian legend. Writer J.ames Paul cre.arively tl"3nsforms dements of Sir 
Gawain lind tlu Grttn Knight as well as other Arthuri.an n.arratives into.a quest 
game, using strategies to increase the immersion .and interactiviry of this n.ar~ 
r.ative such as sctting the game within a dre.am .and .allowing for the explora~ 
tion of differ~nt paths .and locations not included in the story-cycl~ (such as 
the inclusion of UITO, the hell of poet Willi.am Blake's writings) . Similarly, 
Roben Pinsky locates the worlds ofimeraclive fiction in the Mstandard Gothic 
furniture of dwarfs, swords, torches, and dungeons," suggesting his awareness 
of th~ literary origins of inter.active fi ction in (h~ Gothic representation of 
the middle ages as a fairy-talc realm of swords and sorcery. Interactive fiction 
passed (his motif on to the early graphical .adventure games, .action-.advenrure 
games, .and ro l~-playing games th.at it influ~nced (3). 

Graphical AdvenOlrt.. GameJ: Kim(s Quest 

Graphical .adventure games (h~n arosc out of in(~ractive fiction, including 
the King's QutJt series, cre.atcd by Ro~rta WiUiams for Sierra Online, ~ 



company founded by her and her husband, Ken Williams. A.5 the annotated 
timc:\inc: in the official manual [Q the King's Qum coll tction explains, the 
first King's Qum, subtitled Qum for thr Crown. was produced in 1983 for 
the IBM PCj r. fo llowed by a re-rdease in 1984 for the IBM PC and the 
Tandy 1000. A Sl: ric:s of seven sequels. King's Qllm II- VIII. fo llowed thc: 
original , spanning 1985-1994. For the: sake of comp.uing the evolution of 
King's Qum with OIher quest games. the dates of these sequels arc a~ fol ­
lows: King's Qllm II: Romal/cing fhr Throl/r (1 985). Khlgi Qllm III: To rtr;r 
is Humnn (1986), King's Quest IV: 71Jr Pl.'ril.s of Roul/II (1988). Kings Qursl 
V: Abullcr Mnkrs tiJr Hum Go Yonda (1990). King 's Qllm VI: To H,i, Is HII ­
man (1992). King's Qllrsr VII: J1Jr Prinerlrn Bridr (1994 ). and ""ings Qllrst 
VI/I: Mask 0/ Eurniry (1998), As Roberta Williams acknowledges, Woods 
and Crowther's CO/OJJtl/ Cnv, Advmtllrr was a key inAucnce on tht, original 
King's Qllm game. In Ruse! Dcmaril's High SCOtt: 71" !/fmtr.lud History 0/ 
EI,ctronir Gall/n, Willilms explains, "Colossal Cave ch'H1geJ my lifi:. lowe a 
lot to Will Crowther" (1.14). Like Ad"rllt,,,r. King's Qum rt'quiml the player 
to manipulate: the avatlr of a knight , Si r Graham. through a simulated fairy. 
tale environment, solving puzzles in order to coll l'c t three freasun."s 10 save the: 
fairy-tale kingdom ofDaventry. 

Kingi Qum foregrounds the role of thc: quest in this game .. since it con­
(extualizes Sir Graham's actions within an overaTching set of goals motivated 
by honorable service to an aging king and knightly protection of the king­
dom. The tone of the visuals and action in King's Qllrst is playful rather than 
solemn .. yet a chivalric. fairy-tale narrative motivate.'S Sir Graham's adventure. 
Indeed. Roberta Williams witS quite consciously mining the same folk tales 
that Vladim ir Propp studied, as she suggests when she explains, ~ I was think­
ing about a fairy tale advemure wilh lost treasures. giantS. leprechauns. a 
gingerbread house. a troll bridge, guessing a gnome's name" (7) . A.5 in Propp's 
folk tales, King's Qurst and its sequels revolve around a glme character moti­
vated to embark 011 a quest by the lack of desired object or person, including 
both magical items and. in King's Qumlland V, a bride. JUSt as Propp argued 
that this ~ I ack" drives "seeker-herocs" roward an adventure that will fill this 
lack. so Roberta Williams punningly entitled the fifth game in (he series Ab· 
snter MaIm fIJI.' rtrart Go Yondrr (Propp 34-35). 

In:l pattern that later repeated itself in Richard Garrion's design of the 
Ultima games, Ihe sequels increase: the degree of coherent narrative baclmory 
and meaningful action. As Williams hersdf emphasizes in her introduction 
to King's Qurst VI in the manual ro the collecrion .. '" wanted to get away 
from just putting together a jumble of puules in some sort of meaningless 
quest; you should have a clear scnse of what you're doing and why, with some 
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C~O) . Williams CTt'JIt.g thi5 meaningful :ICl io l1 in KiIJ.(s 
QUtit VI by using C li I-SC~'Il ~'S and mus il' hi giw Slk-Cific ity :Hld poign:UK}' 10 a 
fairy-talt· romance in which thl' pro tag.misl IIlUSI rt'S(Ul' :I. l' riucl'sS in a (OW!." ! . 

The gameplay of Kill,( i QIlI'it VI ''rJS r nr idlC'([ rJlhl'r Ih:l l1 ~lo\\'(-J J own by 
th= narrative d ('lllcnts. ro:suhing in a richl,. imnl('r.;iv(' slur)' 111:1( rno(i'-alcd 

pJ:.yers (0 explole ,hi' gallll:s mult iple (·nd ings. optional pu1 .... ks. and side· 
• narratives. 

!!aioll -Ad\,cllwre GOnl('s: A(/\'OIwrt. (Acari 1(00) alld 

1111! LCl{lJId of Idth} 

AI ,hi' s:J1Ilt: lime Ih:1( ' Iuests wen: becomi ng :1 SI:Ipl,' ofCRPGs, snlllf,· early 

consoll- aCl ion -ad vCIlIU((, g:ullcs hegan 10 incorpo r.lIc 'luCM :1( livi l),. eilher 
concurrcndy <l r ill rcs pullS(' to earlier RI'Cs. 77Jt' (,~111/(, /JniX" Uri/dt f Clt­

plains ,h'l( W~m'n Rohi ucl(, 1111: (bignl'r of dK' 197H A!.lri 2600 J.::UIlC Ad­
"ttll 1Irt'. ori~iJ1 :Ill )' i llI l'nJed it 10 be :111 ad" pt al ion of 1 hl' t I'XI -h:lsed i n ter~ct i ve 
fi ction Ad,'om//'('. Rubin("11 n mtr:lSts til t, trt"aSlI re.- IHlIlt of Ihi.\ gallll' with 
the !.lues! of his gt3phieal Ad"t/lfllrr whcn IIC wri ! c.~ Ihat ~wl)("re.-;/;~ the.- goal 
of thl' original t("X t g:III1C Advcnture was treasure.- g>uhe.-ri llJ.: ' , he video goamc 
Advcnture is Jdinoo :L~ a qlll'~ 1. One singlt, treasur(', , he Em:halllClI Chal ice, 
mU~ 1 be- 1000led :md brough! home. Thus, Ihe tuol Ohjl-cts mUM (;ontribute 
somehow (0 the overall goal of the quest" (6')'1). Rohinell Sl't'S Ihal the difre r­
ence berween a !re3surc hunt and a qU CS! is th:H each barrier 10 :1ll overall goal 
requires an object tU surmounr ii, which a n in lurn requi re alloll1("r objcel, 
creating a prolifera tion of ~suh-goals, ~ In Rohill('II 's dC!iign, the rdatiol1!ihip 
be-rwccn main quest and side quesl w:u begi nning 10 solidify, k. 711t Gamt 
Drsign Rtnd" sugg('su, Ad"m/ul'l' was an influence 0 0 bOlh Ihe f,rgind 0/ 
aida and th(' Ultima games. 

After ,he Alari 2600 version of AdW:lllllft, the Ltgtl/d 0/ Ztt""l series 
brought the quesl into the genre of action-lIdvcnrun: Slimes, This franchise 
began in 1986 with the original Tht Lrgmd o/ZAdn, which Batcm .. n iden ­
tifies as the "nucleating game~ of the Yaclion .. dventure genre. H Th is series 
increased Ihe amoulll of fasl-paccd action i15soci .. rc:d wirh Ihe quest, requi r­
ing thill play(,fS be :IS .. dept in wielding Link's sword 35 in Ihe navig2lional 
abilities to move through d ungcom. While many of the Zelda gamo fca lUre 
2n ovcrarching main quest 10 save Princess Zelda, defeat Gannon or Gallon­
dorfi: , 2nd recover the pieces of Ihe Triforcc, they also break Ih i~ quest up 
infO managea.ble pans, The mosl cclebtalcd insuJlmcnt in the Zd dil series, 
the 1998 Ocariruz o/7imt, f(' .. tures a Hqucsi SliltuS" screen Ihal rcgUolers one's 
progress in [he quest through [he collection of Yspi ritual medalliom ." 
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Compuw Role -PlOffitlf' GamtS 
A pam:rn of evolution similar to that in adventure goame appears in the his­
tory of early computer role-playing games, which bc:gan as technical repro­
ductions of hack-and-slash dungeon exploration from Dungeons and Dragons, 
out of which some examples of meaningful action could appear. As Matt 
BarlOn argues in his article ''The History of Early Computer Role- Playing 
Games Part I: The Early Years (1980-1983) ," one of the earliest CRPGs was 
a dir«t adaptation of Dungeons and Dragons for the computer mainframe 
called dnJ. Barton sees the emergence of a quest with a narl1ltive [ram('work 
as central [0 me development of the gcnre, since "Perhaps most important. 
dnd fealUrcd a story and a quest-kill the dragon and fetch the Orb. ~ 

Following the sanered appearance of this genre on mainframes, the 
computer role-playing game began to develop in several competing series, 
including Ultima and Wizardry These games often adapted the mechanics 
of Dungrons and Dragons, sometimes as a strict "dungeon crawl" and at other 
times in conjunction with the exploration of a larger outside world. Garri­
ott explains that the confluence of Dungrons and DragonJ.). R. R. Tolkien, 
and the compmC'r inspired his game, combining the same set of influences 
as William CrowmC'f and Don Woods with a graphical interface and more 
char.taer and story intensive ~eplay. Garriott deliberately marketed the 
6rst commercial precursor to Ultirrut, entitled ARalttbtrh, as both inspired 
by and surpOlSSing Adwnrurr, as the tagline on its cover suggested: " Beyond 
advC'nnue lies Akala.brrh." Akalabrrh was published in 1980, followed by the 
6rst Ultirrut in the same year. 

The first Ultima trilogy was composed of standard battles with mon­
sters, dungeon crawls, and treasure seeking derived from Dungrons and Drag­
ons, but Ultima IV- Qursr of tht Avatar combined the concept of the "quest ~ 
wim a complex Mvinue system," a coherent backstory, and ethical and spiri­
tual implications to the gameplay. In Demaria's High Seorr, Garriou himself 
makes me distinction betwttn the C'aIly Ultimas and Ultima Nbasc:d on a 
shift from his early development of programming skills to an imerest in an 
underlying narrative: M Ultima N is special also, because, jf you think of the 
first three as 'Richard learns to program,' Ultima IV was where I learned to 
tell a Slor( (122). The Ultima games grew in sophistication, introducing [he 
dilemmas of fundamentali sm and cultural intolerance that complicate any 
Mvirtue system. " The nine installments in the single-player Ultima series (not 
counting numerous exp~nsjon packs) and the intermediary series of Ultima 
Unwworld Imcd from 1980 until 1999. 

Concurrcnrly with the Ultima series, Andrew G reenberg and Robert 
Woodhead developed the Wizardry series, whose first installmen[ was also 
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published in 1981 as Wizardry 1: Proving Grounds of th~ Mad Orn:rlord. The 
eight official Wiznrdry games and mulliple spi n-offs were produced between 
198\ and 200 I. The original dungeon crawls in this series featured n:mdard 
felch quem for the magical amulet of Werdna and, loner, [hI! pieces of the 
armor of the Knight of Diamonds. Later insullmems in this ~ries began 
(0 introduce slightly mote complicated scenarios, involving the assembly of 
twO adventuring parties of opposing ethical alignments to restore a cosmic 
balance. 

A second generation of single-player role-playing games featured more 
open-ended worlds as well as multiple interrelated side questS managed 
through a "journal" of pending and completed [asks given by NPCs. Baldur's 
Gau (1998) and Ntwrwinur Nights (2002) born took pIau in the ForgO(­
ten Realms ~ction of the DungtDnJ and Dragom universe, while the Eid" 
Scrolls game~, produced by Berhesda, allowed players to explore an original 
RPG universe cal led Tamriel. Based on the highlights of Barton's "History 
of Computer Role-Playing Games Part 3," the games that garner the highest 
praise from critics and the most vehement fan populariry as "cult classiC5~ in­
tegrate the immersive gameplay of a well-designed engine with the narrative 
context that incrnses the meaning of playds actions. In a bold move, Banon 
pronounces &lduri Galt l! Hrhe finest CRPC ever designed~ and backs up 
this evaluation with the criteria or "good stories, fun characters, meaningful 
quests, high-stakes combat, and an intuitive interface. H The culmination of 
Batton's three-part history thus revolves around a game with "meaningful 
quest<;" seamlessly woven into its gamepJay and storyline, Barlon reempha­
sizes that the most high-qualiry games, regardless of the time period in which 
they wefe produced, conjoin solid gamepJay with a narrative that gives iliis 
action meaning. As he eloquently puu it, 

Geeting it right involva more than juu having an outstanding engine; 
5ignificam craft is involved in creating a compelling Story [hat makes the 
player's actions meaningfuL The best garna (Curu of thr AzUl'( Bonds. 
Baldur's Garr /1, Pumrscapr: To'1IIrrl1) offer far better rewards than JUSt 
experience points and gold coins. 

One crucial feature of this time period of game development is that the most 
meaningfuJ games are not always the highest sellers. 

As with any art form, there is a diver~nce berwren what Banon iden­
tifies as the dumbrd-down action gameplay of the hugely popul:u DiflbkJ 
and what he dubs [he "cult classic~ of Pi4nNcapr: Tormmt (1999). Barton 
argues that the mrtaphysical and moral thematic implications of this game 
are pr~isely what makes it beloved by a core linbase, delighted by a game 
that "really gt't the player thinking dttply about moraliry~ Ihrough the c~ 
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arion of "an interactive Infima. · As quest games malUrecl, they began ro 
splil slightly into vastly popular hack-ancl-slash games and more sophistic.ated 
games that gamer critical pn.ise and enough of a fanbasc to ~ classics. This 
d ivision might well resemble the current split be[Wcen commc:rcial block­
buster MMOs and experimental action-adventure rirles like Too Hunlfm and 
Assassin's C"rd. While the more complex games are still quite commercially 
viable. an independent or educational designer is well advised to know her 
audience and market accordingly. finding a niche similar to those of PlantI­
tap: Tormmt. These games increasingly complicatro the model of a single 
quest found in the: scenarios of Wiwrdry and mov('cl IOwarcl a complex inter­
relationship of multiplt sidt qUtSIS. This shift pavtd tht way for massively 
multiplaytr onlin~ rol~-playing games (MMORPGs). compo~d of thousands 
of collabora [iv~ qu~S(s. 

Massive}lj MIi/tip/OIjer Online Ro/e- P/OIjinr Games 

Th~ lat~ nin~ties wim~ss~d the decline of the graphical adventure game. 
the continuance of single-player role-playing games in fewer quantiti~s but 
greater sophistication. and the rebirth of quests as an inexhaustible gami ng 
activiry in massively multiplayer online role-playing games; on~ of the earliest 
and mosl popular ones was entided Evrrqu~u. There is a cominuiry between 
single·player role-playing games and MMORPGs in that one of the first of 
th is genre was Ultima Onlinr. created by GarriOH and set in the same world 
wher~ his singl~-play~r games had tak~n place. However, the concept of the 
qu~St occurs most prominently in the ride of the highly popular game Evrr­
qum. published in 1999 and designed by Brad Mcquaid . Sieve Clover. and 
Bill Trost. The abiliry of multiple players to play al once for an indefinite 
period of time reduced the emphasis on a single "main quest" with an under­
lying stOryline in favor of multiple proliferating tasks that would have been 
~s ide quests·' in a large single-player RPG . Th~ onlin~ as~CI of the game also 
encouraged th~ design of quem which r~quir~d t~ams of players to complete, 
sh ifting away from th~ solo play (or a si ngl~ player's conlrol ov~r a parry) rhat 
had characterized s ingl~-p laye r RPGs. 

Whil~ Es~n Aar~th argues that Evrrqurst is th~ paradigmatic ~xample 
of~post.narrativ~t discourse and a game that emphasizcs simulation over nar­
rativ~. the histOriol origins of the MMORPG g~nr~ suggest that this may be 
somc:thing of a generalization. Quests in contemporary MMO RPGs, such as 
the hugely popular World ofWart rajt, sometim~s do culminate in vast "raids" 
compri~ed of hundreds of players hacking and slashi ng their way into an en­
emy ca.o; tle. On the olher hand. World ofWarcrafi and b"qum /I do comain 
~qu(:'!; 1 lines" of related quem, of len enriched by undtrlying narrative coment 



and sometimes by meaning. For ~xampl ~. rh~ shaman qUCSt lin~ in World 
of Ware raft involv~s "rit~s" of ~ach of the four el ~mcnts designed to initiat~ 
a prospect iv~ shaman imo th~ mysteries of his natural ~nvironm~m, whil~ 

helping him to accumulate ex~rience poims and the ~totems" that will give 
him his shamanic s~lls. H~nce, the struCtures of initiation found in Camp­
bell. which involve a mnsitional rite of passage associated with mythological 
quest narratives, can reappear in the most popular of MMO RPGs, depend­
ing upon a player's choice of class and imaginary flIce. In addition, as R. V. 
Kelly argues. some questS in MMOs arc klore quests," whose primary motiva­
rion is [0 uncover the mythologies and political i ntrigu~s that constitur~ th~ 
backs[Ory of a the game's sim ulated world (32). Because of the frequency of 

such lore quests, many MM O RPG players cited by Kelly regard thei r experi­
~ncc as a form of collabOfllt ive and imefllctiv~ s[Orytelling (70-71). His[Ori­
cally speaking, while MM ORPGs t~nd to eschew a si ngle epic "main quest" 
and 10 emphasize constant, coojXf1I.t ive action, there is no predefined reason 
why they cou ld not integ rat~ meaning and action. 

Enacted Meaning, Meaningful Action 
The crit ical studies of th~ "qucsl" are increasingly bceoming more than JUSt 
a middle ground between game and narrative, but rather a focus on the rela­
tionship between meaning and action, revolving around the issue of signifi­
cant gameplay. Theoretical and pedagogical understandings of the quest 
will increase if we examine further the issue of mean ing in quests, extending 
the idea of meaning beyond semiotic indications of function to thematic im­
plications. For Tronstad, "(0 do a quest is to search for the meani ng of it" 
(Tronstad 2001). H owever, Tronstad's usc of"m~aning" is primarily func­
t ional rather than thematic in thai it is concerned with signs as indicators of 
a game objeer's function ra ther than with the ideas associated with it. Hence, 
she argues that when a player finds a new object, she must ~dttode its sig­
nificance in relation (0 the que$[, to come closer 10 the quest's solution. " In 
other words, if a player discovers a key, the ~meaning" of this key is that th~r~ 
will be something for it to open, such as a chest. If the player then discovers 
a sword in the chest upon opening it, this sword might have the ~mcaning~ 
that a d ragon must be fought and slain . 

This concept of meaning ignores the possibil iry of dcc~t thematic sig­
nificance, in which the player must enact not only events, but also ideas and 
insights. Tronstad docs argue that the motivation for the quest is the Mprom_ 
ise of meaning," but she also argues that quem must withhold Ihis meaning if 
th~y ar~ to keep their SlatuS as quests. She explains that kqueslS arc promising 
their solution, promising meaning. But as m~aning is also the death of the 
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quest. it is frequently breaking this promi~. in order to prolong the questing 
experience." By swing up a false binary between meaning and acrion, Teon­
scad overlook.!; the idea thar players can enact meaning if the clemems of the 
quest have d\cmaric implicnions that arc revuled through play. 

Because Tronstad's focus on meaning is strictly functional, she views the 
movemem from quesr to narrative as unidirectional and unrepealable. Thw, 
she argues that "the paradox of questing is rhat as soon as meaning is reached, 
the quest Stops functioning as qurst. When meaning is found, [he quest is 
history_ It cannot be done again, as iI is simply not the same experience to 
solve a puule quest for the second time. ~ This analysis is true only if mt"an­
ing is conceived of in the milirarian manner that Tronstad suggests. It is true 
that once a player has determined what chest a key unlocks, the meaning of 
the key ceases to be interesting in subsequent playing sessions. However, if 
the key has grearer, mulrivalent al legorical and symbolic connotations, then 
these might be productively and enjoyably enacted multiple times by dif~ 
ferent players, as mey deepen meir undemanding of this meaning or seek a 
different interpretation. 

T he performance of the quest multiple times would result in the pro~ 
duction of more richly developed or different constatives. Conversely, the 
constatives of literary narratives can be transformed into quests, which has 
me advantage born of making literature interactive and of bringing deeper 
symbolic meaning to the actions of the quest. Tosca raises (he possibility that 
literary narratives can inspire questS but temporarily brackets the issue, not­
iog mat ~thi s is more a question of adaptation from one medium to another, 
and as such is beyond the limits of this paper.~ At the same time, she does 
raise a series ofinteresting questions about to what extent such an adaptation 
would recreate the book's ~S tory-world," its evenrs, o r be a "thematic adaptll.~ 
tion" of the work. 

The ~themalic adaptation" possibility highlights the importance of 
meaning in questS, the feature that Tosca explores le:l.St in her crit icisms of 
existing quem and her suggestions for new ones. Tosca's students criticized 
many existing quests in games fo r being "too linear, boring. repetitive, and 
unrelated to the character's 'physical ' and emotional development." In re· 
sponse to these cri tiques, they created questS that were nonlinear and emo­
tionally involving and had surprising plot rwists. While these arc positive 
pedagOgical accomplishments. a key aspect of interesting quests is nor just 
emotion or surprise but rather meaning, something that Tosca acknowledges 
but dots nOI expand upon in her statement that uthe quest o r mission format 
allow~ for a contextualization of the game's actions in a more or less meaning­
ful story." This rai~5 the questions of how to make quests more meaningful 
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rath~r than less and how to analyze th~ ways that both designers and pla}~rs 
cr~ate and enact meaning, Bccaus~ 5pac~s and objects in works of li terature 
ar~ oft~n aI~ady m~'a t~d by critics as having d~nsc: potential meaning. quem 
based on these narratives can inherit these m~anings or complica t~ and chal* 
l eng~ th~m, D~5igning a quest based on a work of l i t~rature is itself an act 
of inl'~rp r~tation by which the designer considers how a player will ~nact a 
meaning or range of possibl~ m~anings available in a t~x t , 

In TwiJry Littlr PaJjag~, Montfon off~rs an excdlent ~xample of how 
players may enact themes in games in his analysis of Andrew Plodcin's a ­
peri mental in t~racr ive fiction So Far. Montfort argues that ~the worlcings of 
the I F world and the themes of So Far m ust be enacted , , , fo r th~ inrerac* 
to r to make progress~ (210), Montfort is discussing a text-based game in 
which the solutions of puules require the player to both uncover and act 
OUt a theme of rela tionships that a~ "so close: to but $0 far from~ perfec­
tion by moving various items (like the twO POStS of a gate or two radioactive 
bricks) into proximity without allowing rhem to touch. Montfort 's exampl~ 
is representative of a larger tradition of games that conjoin meaning and ac­
tion in gam~play n.ther than putting them in confl ict, including both early 
role-playing ga mes like Ultima IV. more recent ones like Thr Eldrr Scrolls, and 
experimental action-adventure games like Thr Indigo Prophrcy. Rather than 
having to "brcak ft the prom ise: of meaning in order to maintain 'the interest of 
the quest, these games have replay value precisely because fulfillment of their 
challenges al lows players to contemplate nuances of thematic implication 
through their active effort rather than through passive spectu orship. in such 
a game, the distance between Aarsc:th's "i nterpret ative~ and "configurative" 
functions d iminishes, as does the d iff'erence between the "interpretative inter­
act ivity" that Zimmerman associates with literary narrarives and the ~explicit 

i nteraclivity~ that he amibutes to games (Zimmerman 158, Aarseth Cybmrxt 
64-65). 

Meaningful games challenge Aarseth's criticism of narrative*bascd ad­
venture games beaUS(: of "the limited results they achiev~ (poor 10 non* 
cxisl~nt characteriution, extremely derivative action plots, and, wisely, no 
attempts at metaphysical themesf (Aarseth "Quest Games

M 

367). O n the 
com rary, many games contain rich and dynamic characteriu tion, exciting 
yet meaningful gameplay, and a courageous engagement with m~taphysica.l 
themes that is all the mor~ compell ing because the player is immersed in th~ 
ideas rather than a passive spectator of them, Appreciating these qualities al­
lows both theoreticians and designers to learn from the artistic achiC'V('menlS 
of many games that fea ture questS, as wdl as from the history of quest narra­
tives that enables these accomplishments, 
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A Sptarum of QutStS 

While there are questS in a wide variety of games. they fall along a spectrum 
in which narradve predominates at one end and action at the other. Games 
at the extreme ends of this spectrum are marginal cases, and a game that is too 
far toward one end may not contain quests at all but rather related forms of 
gameplay and narrative. For example, point~and~dick advemure games with 
a heavy narrative component but little action are at the extreme narrative end 
of the spectrum. Ar me other end, massively multiplayet online games fea~ 
rure a profusion of quests but very little narrative, resulting in constant action 
that has little meaning. 

Hence. MMOs fall on the "action~ side of the spectrum of quests. In 
these extremely popular games, such as Evtrqutst and World of Ware raft, mil~ 
lions of players can participate simultaneously in a vast, simulated world with 
many tasks. However, the emphasis on social interaction over the single­
player experience causes me "main quest" to disappear, resulting in a pro­
liferation of side-quests. These side-quests may contribute ro an overarch­
ing set of memes. as Jeff Kaplan (a lead quest designer of World ofWarcraji) 
suggestS they do. However. the journey of a hero through a series of trials 
whose completion allow him to bring a meaningful item or insight back to 
his society is often absent. The "theme" of World ofWarcraft is neverending 
war between racial factions, a bleak scenario that is not particularly conducive 
to meaningful gameplay. 

Games at the center of these two extreme ends of the spectrum contain 
tasks that are most truly quests, conjoining activity and narrative into meaning~ 
fuI action. In me contemporary game market. single~player action~adventure 
games and role-playing games such as Tht EIdn Scrolls IV' Oblivion, Drtamfoli, 
and Etnmll DarJmm occupy this center. These games conjoin varied, energe[i~ 
cally active gameplay with a powerful commitment to a long literary tradition 
of narratives about characters striving toward meaningful goals. However, 
there is nothing inherently fixed about these genres or these examples. An 
MMO could in theory conjoin gameplay and narrative to produce meaningful 
action, and some designers are striving toward this ideal. For example, Dun­
gtons and DuamtrJ describes Richard Garriott's attempts to combine the vir~ 
tues of single~player and multi-player games in Tabulo Rasa, an MMO where 
individual characters can be at the center of a gripping storyline even while 
they interact with thousands of other subscribers (King and Borland 252). 

The spectrum of quests constitutes a response to Aarseth's question, "Are 
there quests in all kinds of games?~ In the most abstract sense of "goal~o ri­
toted activitio," [here can be quests in most kinds of games, but the tasks in 
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certain genres of content and gamepJay more closely fit the criteria of quests 
than others. Theoretically, there might be quests in arcade games from the 
1980s, in combat games, in sports games, or in Right simulators. However, 
these are marginal examples, fitting some of the criteria of quests well but 
others only loosely. If one classifies games into genres based on their ~e· 
play, quests primarily appear with all their criteria intact in adventure games, 
action·adventure games, role·playing games, first person shooters, survival 
horror games, and massively multiplayer online games (MMOs). 

If game gentes are classified by content, such as the game's setting, back 
Story, and visual appcarance, then designers and players most often use the 
word "quest" ro describe tasks in adventure games and role. playing games 
that take place in fantast ic, medieval, or mythological settings. Designers of 
other content genres, such as action games Set in urban environmentS, as is 
the Grand Thtfr AUlo series, or martial arts action games like Ninja Gaidm, 
rend to use the word ~mission" to refer to tasks that must be accomplished ro 
make the game progress. The structure of these mission systems is similar to 
the quest syStems of role·playing games like Oblivion, consisting of a main 
~plodine" or "story" comprised of various missions, along with a multitude of 
side missions. Designers and players onen use "questS" rather than "missions" 
to describe the tasks in fantastic genres because the connotations of the word 
evoke knights in medieval tomanccs rather rhan gangsters or ninjas. The 
word "quest" also implies that something more meaningful is at stake than 
stealing a car for the benefit of one's gang or assassinating a rival clan leader. 

Like quest games themselves, the initiation that occurs in games runs 
a spectrum from more to less meaningful. In an MMO such as World of 
WaTmlfi, this initiation derives almost entirely from the achi~ements of one's 
character, registered in the power to destroy enemies as well as one's wealth 
and collection of valuable possessions. While Kaplan observes that the World 
ofWarcrafi designers do make quests in order to encourage exploration of a 
simulated world, players primarily gain a sense of personal achievement and 
a geopolitical familiarity with the fictional realm of Azeroth by playing the 
game for extended pcriods of time. Urrle is al stake in the ultimate hilure or 
success of one's quests, which at best will gain a temporary victory for one's 
race in an ongoing war. In this sense, there is no Ymain quest" in Wor/.ti of 
WarcTafi, but rather a proliferation of side. que5tS whose meaning is the strict· 
Iy personal satisfaction of possessing a 60'h.I~e1 character with an expensive 
suit of enchanted plate mail. 

In contrast ro World ofWarcraft, the quest designers of Oblivion them· 
selves create a noge of quests that occupy a variety of positions along a spec. 
trum of meaning and action. They display an awareness of these varying 
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dcgrec:s of meaning in the structure and dialogue of the Mage's G uild quest 
line, a series of quests about the player's attempt to gain membership into an 
organization of scholarly wizards and to ascend through its ranks. The first 
seven quests give the player access to the arcane university by way of letters 
of recommendation, in imitation or parody of the contemporary academy. 
These tasks are fetch quests (recover a srolen staff, lost ring, or rare book), kill 
questS (destroy a rogue mage). and small dungeon crawls (find an exiled mage 
in a winding, zombie-infested network of caverns). Many fearure interesting 
twists in narrative and gameplay, as when the search for a lost "ring of bur­
den

n 

at the bottom of a well requires a harrowing magical voyage underwater, 
which soon turns into a quest to investigate the evil actions of the insane 
quest-giver who sent the player on this doomed errand in the first place. On 
the whole. however, these early questS are rdatively trivial, involving small­
scale local conflicts within the guilds of particular cities. 

However. when a player has completed these quests. they open up 
a new series of stages in this "quest line. n The quest-giver of this line, an 
archmage named Raminus Polus, contrasts the earlier and the later quests 
in terms of the relatively greater meaning of the later ones versus the earlier 
ones. Referring to the petry motivations behind many of the early quests, 
he remarks, "You have no doubt seen much of the worst the guild has to of­
fe rft but adds "you are now ready for more meaningful tasks." The tasks are 
~more meaningful" in part because they allow opportunities for initiation in 
the sense of advancement through the guild, with a whole new sequence of 
leveled titles such as Kassoeiate." "apprentice" "journeyman," "evoker," and 
Mconjurer. ft These levels repeat the paTiern of init iation through overall levels 
and individual skills in Oblivion. which also allow the player ro move from 
novice through appremice and journeyman and eventually ro master. How­
ever, Raminus Polus is comrasting the early quests with the late quests pri­
marily because the laner ones reveal and alter a large-scale conflict within the 
guild, in which a group of evil magicians seek to revive the forbidden pract ice 
of necromancy. This overarching narrative emerges from the completion of 
the later quests, which are similar in gameplay (they remain fetch quests and 
kills quests) but more elaborate and engaging in terms of narrative. T he 
N pes within Oblivion and {he designers of the game set up a scale of value 
in wh ich exciting gameplay is a necessary but not a sufficient component of a 
meaningful and enjoyable quest. 

'Three Types of Mecming- in Quests 
Meaning is a highly complex term {hat has many facets in gaming, all of them 
connected hya sense (Jf valuable significance that complemen ts the pleasure 
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of action for its own sake, The iilt'nry critical ~nsc of "meaning" as a meme 
or idea conveyed symbolically through a work of literature is an important 
asp«t of meaning in quest games but is only one rype of meaning. If a player 
fcds thai a quest that she undertakes is a worrhwhile expenditure of time and 
effort rather [han an unrewarding chore, then this quest has meaning to me 
player. 

There art at least thrtt different ways in which quests can ~ meaning­
ful , with several SU0C3tt'gories and ways in which these types of meaning can 
intersect and complement each other. 

Meaning can refer to: 

• the impact of the player's accomplishmenlS on and within a 
simulated world. including 

achieving gmller power in Ihis world and undersunding 
of its lore, in gaming [C'rminoiogy as al('Vding up" and in 
mythological terms as "initiation"; 
changing the sh:tpe of the landscape; 

- a1rering the political and monl balantt of the game world; 
_ changing the player-avataI's relarionship with her compan­

ions or other NPu; 
• a narrative backstory that conveys emotional urgency by reveal­

ing why the player-avatar is performing an action and what ef­
fects this action will have; 

• expressive, semantic. and thematic meaning: ideas symbolically 
encoded within the landscape, objects, and challenges of the 
quest and enacted through it. 

Players' uncovering of thematic meaning through the completion of a quest 
can sometimes entail literaJly deciphering a S«~f messa~ in a puzzle. Mo~ 
often, however, the world itself is the puzzle. The ways that different players 
go about completing quests "reconnguresH these meanings. allowing pla~rs 
to experience them in many ways. 

This enactment of meaning is potential and metaphorical in quest 
narl'3tives but actual in quest games. In narratives about questS, characters 
perform d«ds that have meaning, often allegorical. For example. TM Qunt 
for tiN HoI] Grlti/follows a pattern in which a knight's perfonnanct" of a series 
of complex actions is followed by an explanation of the spiritual significantt 
of each pan of these actions by a wise ngure, such :IS a monk. This explana­
tion is usually complex yet blunt in its delivery. as when a monk QYS to Sit 
Galahad, ~Si r, you asked me JUSt now the meaning of the mysteriow taSk 
you fulfilled, and I will gladly inform you

H 

(63). In a postmodern namui~. 



these meanings might change according to rhe interpretation of the reader. 
If me plot is signif1candy ambiguous, a reader's interpretation may also af­
fect me imagined ~outcome~ of these events in her mind. However, in both 
postmodern and premodern narratives, the characters' actions for (he most 
part remain the same from reading to reading. Moreover, the reader does not 
have to exert effort to cause these events to occur because they will be nar­
rated no matter what. The reader exerrs cognitive and interpretative effort 
to determine what the actions performed by a character mean after they have 
occurred. In connast, players of quest games must sometimes determine 
what their actions mean in order to perform them correctly. T heir meaning 
is discovered or created by a player thtough action, so that the action ilSelf 
is meaningful. h is not JUSt the events that are ~realized" or "actualized," in 
Juul 's terms. bur the meanings of these events as well. 

For example, Oblivion is thematically "about" the struggle of good and 
evil and the neces.o;ity to act heroically to fend off destruction of self and soci­
ety, although this theme must be actively pursued by rhe player in order for it 
to communicate. Thus, if the player chooses primarily to wander the world 
of Tam riel seeking buried treasure in dungeons, she would avoid exposu re to 
this theme but would miss large portions of the actions available in thc game. 
The main quest is emotionally and morally significant because it concerns 
me welfare of an entire simulated world, which the player "cares'· about more 
strongly than a fictional world under attack because it is her actions that can 
save it. The main queSt establishes its emotional significance in the opening 
stages of the game, in which the player must protect the emperor. The em­
peror, dramatically voiced by Patrick Stewart, issues a "call to adventure" by 
bravely facing a dealh prophesied in ominous dreams and rescuing the player 
character from jail so that he can save Tamrie!' The side-quests elicit similar 
forms of emotional investment through character development and dramatic 
voice acting, leading the player to care: about an unfortunate NPC who has 
loSt a valuable itcm or close: friend. 

Me/minr as Jniriarioll 

Quests arc meaningful because they immerse players in dramas of initiation. 
defined as a gradual movement up through fo rmalized " l evc:ls~ of achieve­
ment into a progressivc:ly greater understanding of the rules and narrative in 
a simulau:d world. Initiation also entails insight into how this world com­
ments imaginatively upon ~real" cvenn, ci rcumstances, and ideas. Design­
ers create: an activity out of the quest scruc[urc by lengthening and repeat­
ing the phase of initiation described by Campbdl. which originates in the 
trade guilds of the middle ages and the mystery religions of ancient Greece 



/ntrodunilm 17 

and Rome. The impetus behind quests is achievement, mOlivated by a drive 
to overcome difficuhies and to beuer oneself, both in the virtual form of 
one's "avatar" and in the real-world skills developed through exrended play­
ing. What Frye glosses over as the Mminor adventures" and Mperilous journey~ 
leading up to (he hero's final battle becomes the cemer of quest in games, 
because these episodes are the greatest source fo r action (187). fu Campbell 
writes, the hero "must survive a succession of trials. This a favorite phase of 
(he myth-adventu~. It has produced a world li terature of miraculous tests 
and ordeals" (97). While the Campbellian elements of the initiation appear 
frequently in games, Db/iI/ion reaches far back into the history and structure 
of in itiarion in order to produce compelling g<lmeplay. There is a SCt of -quest 
lines" called "guild quests" related to the player character's membership and 
status within "guilds" devoted to particular professions in the game, such as a 
"mages' guild" of wiurds. a "fighters' guild" of warriors and knights, as well 
as a shadowy "thieves' guild" of assassins and criminals. In massively multi­
player online role-playing games (MMORPGs), these guilds facilitate com­
munity formarion by offering support and a sense of belonging. At the same 
time. these organiz.arions are based upon ,he Hade guilds of the middle ages, 
which measured and validated a craftsman's increasing abilities. Hence, me 
"skill levels" associated with particular abilities like combat or alchemy derive 
directly from medieval guild vocabulary, including " novi ce,~ "apprentice," 
"journeyman, ~ "expen," and "master." In a role-playing game, <I. character's 
abilities are measured by his "level," representing a summary !:Valuation of his 
experience within the game and his resulting abilities. Much of the motiva­
tion for extended play, which can take hours of mem21 exertion , comes from 
[he desire to "level UpH by gaining sufficient experience to ascend to the next 
level. The idea of achieving gteater "levelsH within an organization b2SCd 
upon skill and understanding comes from trade guilds, but also from me 
mystery religions and secret societies chat preceded them and developed out 
of them, such as the Eleusinian mysteries or the Freemasons. For example, 
in che course of playing over many weeks or momhs, a player might attempt 
(0 move his character from a "fif$[ level H Spellsword to a "thirtccmh l!:Ver 
Spellsword. This degree of formalized ascem through numbered gradations 
that bring new abilit ies and insighrs resembles the process of a "neophyte" of 
a mystical order becoming an "adept" or a new initiate into Masonry attempt­
ing to become a thirty-third degree Freemason." 

Mta/liny- 05 Norrodvt 

While (he primary type of meaning in quests is achi~mcnt in the form of 
initiation. a second form of me2ning is derived from narrative, which moti-
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vates the player through a back Story that gives urgency to a task. or rewards 
the player through an explanation of the events that occur as a result of the 
task's completion. A successfully completed que$! may reveal what hap~ned 
to lead up to it. such as "whodunit" in.1. murder myStery, or what will happen 
as a result of ii , such as the fate of the empire after the demonic antagonist 
has bttn vanquished. While questS are not synonymous with narratives, the: 
drive to discover what happened before or what will happen after the quest 
can be a powerful motivation to invest large amounts of time and dTof[ in a 

gam'. 

71Jonodc Mt.aninr 

A third form of meaning is thematic meaning. comm unicated when the 
player acts out a sc: t of ideas that comment upon the simulated world of the 
game and the "real" world ouuidc ofil. This comm~marycan run ,he gamU[ 
from simpl~ themes, such as a basic conAi" bel'W"ttn good and e\·j[ cnaCled 
in ,he gam~'s battl~s, to sophisticated puzzles that conceal encoded meanings 
through the interrdationship of th~i r pans. As in any o(h~r work of an, the 
(h~mes ~nacted by players can fall inro a wid~ vari~ty of cat~gories , including 
natural , psychological, political , and rdigious ideas. D~signe rs can creat~ 
quem with th~matic meaning by drawing upon a tradition of symbolic cor­
respond~nces that runs throughout quest narratives and through some of the 
most sophisticated quest games, which will be discussed in Chapt~r I. 

Notes 

\ Both game designers and literary critia acknowledge that quem often involve 
movement through space, and "journe( also etymologically descends from the Mid­
dle English journtt rda(), and the Latin Jiumota ra day's time, a day's work"). 
This implies that the journey is an extended enterprise that takes rime and daily 
appliCition. 

1 In acknowledgment of these innovations, Voglcr himself suggested in the introduc­
tion to the second edition of his book that the hero's journey could furnish new ma­
terials for interactive narrative, which he understood in the mid 19905 u hypertext. 



Oesigning Meaningful Action 

Before you begin [0 design you r q uC'St, consider the big pic!Ure of the 
gamC" s meaning. Why is th is quest important 10 your playC' rs? What 
satisfactions will they gain beyond the usual one~ of kill ing mo nsters 
and find ing treasure? Will they gain a SCI of rno ral virtues, ovC'tth row an 
oppressi\le po litical system (like the Rebels fighting the Em pire in Slar 

Wars), o r uncover a code thai unlocks the mysteries of Ihe gamC"'s fi c t ional 
cosmos~ 

In ordC"r to h'ep in mind th is overa rching picture of meaning and ac­
t io n, it can he hdpful to underHand th..: idea of symbolic "correspondencesH 

rhat was crucial 10 the literary tf"Jd ition of quest narratives that were popu lar 
in the middle ages and the Renaissance. These stories, such as the tales of 
King Arrhur and the knights of thl' Round Tabl..:, were understood by their 
authors and readers as allegories. An allegory is a symbolic story or pOl'm in 
which every clement stands for an idea--cftcn s..:veral ideas with mult iple lay­
ers and componcnts. When the Red C ross Knight battles the dragon in the 
fi rst hook of Edmund Spenser's epic allegory, Tht Fairir Qurrn, both author 
and reader s..:e this dragon as 

• 
• 
• 
• 

a fantasy monster; 

a symbol of Saran; 

a pasonification of sin; 

an incarnation of England's political 
Spain. 

. 
enemIes, Rome and 

Moreover, medieval allegory is buil t on a theory of correspondences in 
which symbols stand not only for othef things hut fOf other symbols as well, 
so that seasons of the year correspond to stages of human life, which in !Ufn 
arc associated with colors, parts of the body, precious stones, and animals. 
T his u adit ion of interconnected allegorical correspondences is dosely bound 
up with narratives about quests, as Pioer Sadowski argues in Tht Knight on 
His Qum, his book about the dassic med ieval poem Si, Gawain and tht 
Gru n Knight. As Sadowski explains, the tendency of medieval authors to 
construct quest narratives built around densely interwoven symbols reAects 
~the universal medieval predilection to comprehend reali ty in terms of analo­
gies, similarities, and correspondencies [sic]" (14 1). In o ther words, sym­
bols are interconnected wi th each other in complicated ways that need to be 
mapped and displayed on tables in order to be fully visual ized, although Sad-
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owski argues that the~ correspondences were grasped quickly and intuitively 
by readers fam iliar with them. 

In addition to standard allegorical devices, the poem revolves around 
a set of interlaced "correspondences" organized around five sets of five ideas, 
or "pentads," related to the "pentangle," or fiye~pointed star. As Sadowski 

explains, 

There seems to be no doubt that what interests the author, and what 
he is accordingly trying 10 convey to his readers, is not only the docHi­
nal meaning of the enumerated pentads, as well as their obvious rcla­
tion to Sir Gawain. but also the relationships existing both within the 
pentads and among them. One perceives bem::ath the surface of the 
catalogued symbolic items an intricate system of interconnections and 
interdependencies, hinted at by the author in his repeated unambiguous 
statements about the MknOtty~ and interweaving nature of the pentangle. 
(128) 

The aumor of Sir Gawain explains these connections when he describes the 
pentangle, but a full appreciation of them requires the active work of readers 
like Sadowski, who compiles them in several tables that resemble me pro~ 
gramming of a game. For example, Figure 1.1 is Sadowski's table of the 
correspondences between five sets of five items (or "pentads") that the au~ 
thor of Gawai" lists when pausing to interpret the pentangle on Gawain's 
shield. (The Middle English words for the five virtues of a knight are roughly 
equivalent in modern English to generosiry, fellowship, puriry, courtesy, and 
compassion.) 

This table strongly resembles the virtue system that emerges in a "walk­
through" of Ultima IV, the gameplay of which is nonlinear and therefore 
must be represented as a table. Andrew Schuln's walkthrough (sc(: Figure 
1.2) offers a small concordance of these virtues. 

1$1 Cycle 2nd Cycle 3rd Cydc 4th Cycle 5th Cycle 

Five Wiu sight he~rjng smelling lasle touch 

FiveWOUDds right hand Jefl hand hc:lrt right foot left foot 

Five Vinuc:J fraunchysc felaschyp dann~ cortasye pit~ 

Five FinJCn thumb index third finger ring finger li nk- finger 

Five Joys Annunci~tion Naliyity Epiphany Resurrection Assumpcion 

figure 1.1. The fiye cycla of the five pentads contained in Sir Gawain's pentacle. 
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This resemblance is more than coi ncidental, since the designers of 
many successful quest games have buih their games around si mi­
lar principles. Richard Garriott's Ultima IV: Qum of th~ Avatar (the 
fourth installment in his popular and long-running series of Ultima 
games) is a paradigm for an innovative, popular quest game that cre­
ates meaningful action through a system of correspondences. Richard 
Garriott del iberately sets up an intricate system of correspondences 
berween a set of moral virtues and the representational features of the 
game's simulated world, including its colors, villages, and di rections of 
the compass. l As players barrie monsters, seek out hidden shrines. and 
search for magical artifacts in each of the game's subquests, they are 
acting out the game's allegorical meanings (or failing to act them out), 
in such a way that gameplay gradually reveals these correspondences. 
and successful completion of the quests necessitates an understanding 
of them. 

In Dungtons and D"amm. King and Borland explain thu Garriott 
"locked himself away with books of lilerarure, poetry. philosophical con­
cepts, and a while board, bound and determined to break life down into its 
fu ndamental principles,n thereby taking a "programmer's approach to mora! 



philosophy." Garriou himself explains mat he set up this virtue system in 
response [0 fans and angry antivideo~e activistS who were "reading things 
into my games that were simply statistical anomalies in the programming. 
They thought I was putting messages into the game

H 

(72-74). Garriott em­
br.lced this interpretative impulse in both fans and critics by deliberately pro­
gramming ideas into Ultima IV, making the entire game an "Easter egg" (a 
video game tecm for secret messages inserted by designers) of hidden meaning 
instead of scattering these eggs here and there.2 

For example. the num~r of virtues which a player's character has at­
ta.ined, as well as the number of runes and stones, were stored on a byte. 
which is comprised of eight bits. The virtue system, with its eight-part cor­
respondences, derives in pan from the Eightfold Path of Buddhism, but also 
from the eightfold structure of a basic programming unit. The order of me 
bits also reflects the correspondences of the virtue system, with the 0 posi­
cion in twO separate bytes standing for bom the blue stone and the virtue of 
honesty mat it represents. This is one instance of how Garriott made the 
arbitrary constraints of binary programming language into an expressive me­
dium. Details of the programming structures underlying Ultima IV can be 
seen at me "technical page" of Joshua Steele's Ultima IV site, the KMoongates 
Ulcima IV Annex,M at http://www.moongates.com/u4ITech.asp. 

ru King and Borla nd explain, "if people were reading this much inra 
his games without him actually putting messages there, the games were dearly 
vehicles for provoking thought. Maybe he should use that power. He didn't 
want to be dogmatic about any particular message, but he was developing a 
more complex vision of the universe" (72). While Ultima IV docs have an 
elaborate vinue system, Garriott's ideas of meaning and communication in 
games emphasize interactivity over didacticism, since he "wasn't interested in 
teaching any specific lesson~ instead, his next game would be about making 
people think about the consequences of meir actions~ (73). Contemporary 
theories of allegory. such as those of Gordon Teskey as summarized by Wayne 
Erickson , have emphasized a game-like interactive experience of virtue that is 
shaped by players' decisions (Erickson 12). Indeed. Edmund Spenser's Tht 
Fatrit Quun, a $Cries of quest narratives about knights searching to attain 
various allegorical virrues, is a precursor to the Ultima games if not a direct 
inspiration of them. 

Com.spondtnu.s in Morrowind and Etunal Darkness 
Games like Ultima IV and the narratives that inspired them suggest that 
quests can comain the m05t meaningful aerion if their simulated worlds are 
constructed around principles of correspondence and analogy. Quest de-
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signers have long known that they can make the player's experience more 
satisfYing rather than frustrati ngly episodic if they give a specific number of 
related quests. often involving the collection of a set of related items (Q make 
a single one. The quests can have an even more satisfying sense of depth if 
these numbered parIS correspond (Q ideas, spaces, objects, and other features 
of the game that address all of the senses, including hearing and vision. Ex­
amples include the eight pieces of the Triforce in the u tdtl series; the twelve 
episodes and twelve runes in Eranal Darlmrsr, the eight virtues, towns, ar­
tifacts, dungeons, colors, and mantras in Ultima IV; and the seven trials in 
Morrowind. 

These analogies should be integrated not only into the structure of 
questS but into the gameplay, whether through the game's spaces, its magic 
system, or its interface. This idea of correspondence existed in the allegories 
of the middles ages and extends to nineteenth-century theories of an, such 
as the synaesthesia (one sense corresponding to anO[her) advocated by Sym­
bolists like Charles Baudelaire:. A form of art that addresses all the senses 
through a combination of drama, painting, text, and music has been referred 
to as a ~total art," and Marie-Laure Ryan observes that contemporary aspira­
tions toward vinual reality (including its approximuions in video games) 
continue this u adition. She writes of "the inAuence of such creators as Wag­
ner and Anaud, for the popularicy of a conception of total art that insiSts 
on the involvement of all the senses in the artistic experience. The dosest to 
this ideal is the opera, with its blend of music, dance, drama. poetry, s£age 
design, costumes, and light effects" (55). For example, Richard Wagner's 
operas (including his version of the Grail quest, entitled Parzillll/) were builr 
on architectural correspondences among elements of a primordial , cosmic 
alphabet, sounds, and Story elemenu. Games add the element of interactiviry 
to this tOtal an, so that the correspondences between aspects of the game can 
be integrated into actions that players perform rarner than merely observing. 
The walkthroughs of Ultima IV and Etrmal Darknm consist of charu of the 
games' interwoven correspondences, but these charts emerge from gameplay 
and are useful primarily because they help the player ro progress and eventu­
al ly win the game. 

Another highly popular game built on a sysu:m of symbolic correspon­
dences is the survival horror game EUmili Darlmm: SanilJi Rrq~irm. EunuJ 
Dllrlmm is structured around an invented language consisdng of arcane runes, 
each with a different meaning and magical power that can be combined with 
others to create spells that enchant items, inAict magical damage. and revea1 
hidden portals. Three major runes of thru colors (and one hidden color) 
correspond to three al ignments associated with the game's three Ancients (de--
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monic, Lovecraftian deities), which in turn correspond to the bodily, psychic, 
and magical attacks of their minions. One of the strengths of this game is the 
way that the game's symbolism is integrated with its gameplay, so that players 
uncover the mysteries of the runes of the Ancients through their use of the 
game's magic system, puzzle-solving, and combat. 

At the same time that players learn about the feuds between the An­
ciems and their schemes to rerurn to the world, they also learn the prac­
tical consequences of the power relations between the three runes (which 
can trump each other in magic and combat through a system that resembles 
rock-paper-scissors). Indeed, it gradually emerges that the Ancients them­
selves are playing a vast cosmic game whose stakes involve the preservation 
or desuuction of human good in the face of overwhelming darkness and 
iruaniry. While Glassner has thoughtfully critiqued the opening sequences of 
Etmllli Darknm because the player chooses the rune that will determine the 
alignment of his enemies without knowing the consequences of this decision, 
I would argue that it is precisely this sense of gradually disclosed meaning that 
makes Etmllli Darknrss so compelling and addictive. At any rate, this was the 
intention of its lead designer, Denis Dyack, who explains that the building of 
a world for the game is the first priority of his company (a principle that he 
continues ro follow in the Too Human uilogy, a thematically rich game based 
on Norse mythology). 

A third highly popular quest game thar incorporates these correspon­
dences in its gameplay is Thf Eida Scrolls Ill: Morrowind, in which the play­
er's main quest is driven by [he desire to interpret (and possibly fulfill) a mys­
terious prophecy revealed through dreams and ancient texts. The elements of 
this prophecy are organized in sevens, including seven dreams, seven visions, 
seven riddles, and seven trials that the player must overcome in order to gain 
seven obje<:ts that will allow him to become the incarnation of "the Nerevar,~ 
a mythical hero in charge of reuniting the people of Morrowind. 

The active anempt to embody virtue also appears in Morrowind, where 
the main quest consists of the player's attempt to fulfill a prophecy of the 
reincarnation and rerurn to power of a long-dead hero called "the Nerevar." 
'When the player's status as this hero is tested by a tribal wise woman, she 
cryptically responds, "You are not the Nerevar, but you may become the Ne­
revar. " She explains that to attain this starus, the player must pass seven trials, 
themselves recorded only as riddles whose meaning must be determined and 
enacted through gameplay. Another term for the reincarnated form of this 
hero is ~thc: Incarnate, " implying that like th~ avatar of Ultima tv, he embod­
ies the power necessary to defeat the enemies of the dark elven tribes known 
ilS the Dunmer. 



1. IntroductWn lr.J QJmt llisign 

AlleJ{Orll and AVatars 

Both symbolic correspondences and the relationship between avatar and self 
in the quest can be understood through the literary tradition of allegory, in 
which readers identiry with protagonists seeking various virtues in order to 
cultivate these virtues within their own lives. Games intensiry this relation­
ship between imagined and everyday life through the player's conrrol of an 
avatar rhat is both a digital image of a body and an extension of the player's 
everyday, embodied identity. Tasks that players undertake within a fiCtional 
world requi re the cultivation of real-world qualities, such as patience, plan­
ning, and effort. 

In MasJivr/y MlIltipinyu Onlinr Rok-Pinying Gamrs, Kelly argues mat 
while MMOs may initially appear to be a distraction from endeavors in ~RL~ 
(the mildly pejorative slang term that MMO players use to refer to ~reallife"), 

they can actually act as "distilled and purified practice versions of real life." 
They become "life simulators" in the same way that flight simulators educate 
pilots (85) . Kelly briefly notes that this tradition derives from allegory when 
he writes that "MMORPGS also act as allegories for spiritual development. 
Think of them as interactive Pilgrim's ProgrrH stories or Jataka 74us for the 
21" century" (87). Indeed, he directly invokes the metaphor ofa ~[fa.in­
ing ground" used by the character Deetsan in me "Through a Nightmare, 
Darkly" quest of Oblivion, writing that "with all of mese correlations between 
the stages of physical life, spiritual life, and game life, it appeared that what 
a lot of people were doing was using the game world as a practice space or a 
training ground for spirirual and emotional pursuits" (90). Kelly agrees mat 
this process of training can occur most effectively when the player sees her 
avatar as an extension of her real-world self rather than an escape from or 
contradiction of it. He writes, "When they see that their virtual selves are not 
really separate from their real selves, when their virtual lives are really branch 
offices of their real lives, when their avatars are not objects to be manipulated 
bur manifestations of their own thoughts and desires, some players even learn 
enough from their second lives inside the game world to improve meir first 

lives in the real world" (91) 
While Kelly's argument is insightful, quest in games can be more and 

less allegorical, and strategies for creating meaningful action can ben be un­
derstood through the history of quests in games and literature. The "virtue 
system" of Ultima IV; Qurst of thr Avatar was overtly concerned with the 
allegorical acquisition of virtues through me control of a virtual self. When 
a player asks [he NPC Lord British (a pse:udonym for designer Richard Gar­
riott and one of his in-game: representatives) about the: keyword ~avatar, ~ he 



responds, "The quest of the avaru is to know and become the embodiment of 
the Eight Vinues of Goodness." Ultima is playing with complex implications 
about what James Paul Gee calls "situatca and embodied meaning," a "learn­
ing principle" of video games by which players understand concepts within 
the concrete COntext of gameplay rather than as abstractions (83-84). 

Yet, Ulrimll is.usa using "avatar" in the sense of "the embodiment of a 
god," a featutt of Hindu mythology and religious practice that fits with its 
requirement that the player ~meditate" on "mantrru;" (the Hindu term for sa­
cred syllables used to focus the mind on religious ideas) associated with each 
virtue. As Shay Addams explains in Thl Official Book of Ultima, Garrion 
learnca about (his mythological concept from a documemary on the Dead 
Sea Scrolls and applied the term in its religious sense before it took on its 
cybercuhur.u usage (43-44). Hence, the player's quest to Kembody" vinues 
is complicatca, operating on many levels of metaphor and simulation. T he 
player is embodied in a physical body that rypes at a keyboard, controlling 
a small animated "avatar," or digital representation of a body. The player 
men undertakes a quest (0 transform this digital body, or "avatar," into the 
embodiment of virtues, which Garriott intends to be applicable to the lives of 
physically embodied players. 

Indeed, the introduction to Ultima IV dramatizes the player's entrance 
into me world of digital si mulation , graphically and textually describing a 
back Story in which the player is transported from the United States in the 
19805 to me medieval realm of Britannia. Moreover, Garriorr eschewed the 
"kill qut'Su" that often define MMOs, in which players indiscriminately slay 
an arbitrary number of beam in order to gain trophies to bring to a quest-giv­
er. Instead, his concept of "the quest of the avatar," ru; explained by Lord Brit­
ish if the player inquires about me word "quest," entails an ethos or habitual 
emical stancr toward thr world: ~ It is to livr a life constantly and forever in 
the QUr5t to better thyself and [he world in which we live. " Thrse quests are 
given at eighl lowm di.mibUled over the land of Brilannia, so that the game's 
symbol systrm encourages full exploration of the simulated world. Indeed, 
the praclical design of quests might most productively begin with the design 
of the g.amr's spaces, which will shape gameplay on every level because players 
will be exploring them constantly in the course of me game. 

A Somplt Exerd5e and Dtsirn Docum01c: Sir Gawain '5 QptsC 
Befure: we diKU5S level design. however, it is wise to think about the ideas mat 
will shape your quest. You won't know exactly how these idea5 will play our 
umil you arc lIctually in rhe process of design , but a little planning early on 
can save a lot of work laler and avoid a ~poindess~ or formless hack-and·slash 
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RPG {with which the market is largely glutted already}. You might want [0 

draw up a table of the journal updates, spaces, characters. and chalJenges that 
will make up your quesl. 

The: proa:ss of planning out all these aspccu of a game in written form 
is caltro writ ing a ~d c:sign documcm," and FundAmmttz/s of Gam~ Design by 
Rollings and Adams gives many useful suggestions on how to build such a 
document fo r many different kinds of games (62-65). Building a design 
document for a quest game, especially one: based on a literary quest narrative. 
requires a slightly di ffere nt approach in that each component of gamepJay 
must be simultaneously fun and meaningful. To illustrate what such a docu­
ment might look tike:, imagine: a sample quest design exercise in which dc:­
signers have b~n asked [0 t ransform the: medieval poem Sir Gawl1in and me 
Grrtn Knight into a qU~5[ game. Iklow, I hav~ l i5t~d som~ pol~ntial design 
chall~nges for such a gam~ as w~1I as a worksheet filled in with som~ suggested 
solutions for these challenges. 

Sir Gawain alld rht Grten Knight is one of the most popular qu~st nar­
ratives, entertaining and rich enough to appeal to both English professors and 
game designers. It is a short narrative poem from me middle ages describing 
the knight Gawain's quest to survive a beheading game proposed by a magical 
knight in green armor. The Green Knight asks Gawain to take one slroke at 
his head with an axe, provided that the Green Knight may return [he blow 
one year la[er. Gawain beheads the Knight, who magically reattaches his 
own head and tel ls Gawain to meet him in a year to receive the return suoke. 
Gawain must voyage 10 the mysterious Green Chapel to honor his put of 
the game, and along the way he overcomes various temptations to behave 
dishonorably. In particular, he has (0 withstand the temptation to have an af­
fair with the wife of his host, Sit Bertilac, by playing a game in which he must 
give the host anything he has "won" in exchange for anything the host killed 
while hunting. Gawain honorably gives the han fWO kisses but keeps a magic 
girdle given him by the host's wife in the hopes that it will protect him from 
death. When Gawain meets with the Green Knighl, Ihe knight pretends that 
he will cut off Gawain's head but gives him only a single nick in punishment 
for keeping th~ girdle. The Knight (hen reveals himself to be Sir Ikrtilac in 
disguise and encourages Sir Gawain (and geneta(ions of literary critics) to 
think about the meaning of imperfection, love fo r life, and honor. 

Because of this poems classic status, it could be used in any game design 
or literature course. At the same rime, it is a deeply exciting and fun s(Ory, 
which itself includes various "games" ,hat involve a range of human aClivil)', 
from religious to erodc. Making this quest narrative into a quest game will 
take work, but game designers, educators, and students could all benefit from 
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thinking about how to do this. As Sadowski argues in Th~ Knight on His 
Qutlt, me poem is constructed around the temporal structure of the quest, 
defined as "a pam"rn , rypical for the chivalric romance as well as for the heroic 
epic as its historical protorype, which shapes the story's anion according to 

a general regulating narrative principle.~ He specifies that "the quest is to 

be understood as a sequence of events and adventures involving the main 
protagoniSl(s). leading toward some goal or solution. The sequential nature 
of the quest implies a linear, goal-oriented and purposeful movement in time 
from one important event or stage of action to another, usually framed within 
a fictitious life span of some exemplary individual" (51) . 

We will start small by focus ing on only a small pan of this quest, which 
adapts parts of [he fim two sections, or "Fitts, ~ of [he poem (included as Ap­
pendix B in mis book) . The exercise will also be broken up into the compo­
nem parts of [he quest according to our four-fold plan of skillsets: 

I. level design ~ 

2. NPC creation; 

3. object creation; 

4. • • scflptm g. 

In this fim exercise, we will build twO locations: Camelot (where Gawain 
first receives his quest rrom the Green Knight) and the Green C hapel (where 
he voyages to fulfill his quest). Between these twO locations, we will build a 
landscape of intervening obstacles, including cliffs, wild beasts, and monsters. 
To give Gawain his quest, we will create the G reen Knight, as well as a few 
orner Arthurian characters, such as King Arthur himself and the hunter Sir 
Benilac. We will also build Gawain's inventory, which includes the shield 
wim the pentangle and the green knight'S axe, both highly symbolic quest 
items. As a scripting exercise. we will create various ~magical" effects associ­
ated with Gawain's quest. 

ThroughoU(, we will seek to integrate the possible range of meanings 
in me poem with the gameplay of the quest, focusing on the intricate system 
of fivefold correspondencc.s that will operate much like the "virtue system" 
in Ultima Jv. As the poet explains, the five points on the pentangle, or five­
pointed star, on Gawain's shield can be interpreted as signifying many impor­
tant things in the poem that come in fives. These include the five senses, the 
five fingers on a hand, the five wounds of the crucifixion, the five mysteries of 
me Virgin Mary, and the five virtues of knighthood. Throughout our exer­
cise, the question will be how to allow players to enact these various intricate 
correspondences as well as the themes of tru th. temptation, and virtue at the 
same time thai they have fun in their challenging quest. Later exercises in 
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the book will allow designers more freedom, but this one will break down the 
componem pans of the assignment in tutorial fashion so as to guide begin­
ners in their work. 

Sir Gawain Design Document 

To Ixgin planning your quest, you need (0 think about the following 
components. 

1. Construcdmr the 5paas of tht. Quest throurh too lksirn 

What environments will the player e:xplo re~ What geographical obstacles. 
such as mOllown puses and rushing strums, will she surmount? Where will 
players need IO travel in order to fulfill their task, and where will rhqr mum 
in order to complete it? 

Key envi ronments might include: 

• a banquet-hall in Camelot; 
• me forest bctwttn CamelOt and the Sir Benilac's Castle; 
• Sir Benilac's Castle (anteroom and banquet.hall); 

• the fOrc5t between the Sir Benilac's Castle and the Green 
Chapel; 

• the Green Chapel. 

2. 5tttinr cht.5royrs of the Quest chrourh Journal UpdQru 
Next, list the journal updates that me pl.tyer will receive upon completing key 
actions in the quest. Taken togemer, th~ updates will form the "storyM of 
the quesr, bur remember mat they should not be only a narrative of me events 
that occur. Iostead, you should be writing from the perspective of the player, 
wing sentences with 'T that summarize what the: player has done: and what 
tasks he: should accomplish next ifhe: wishes 10 proceed in the quest. You may 
suggest alte:rnate: courses of action that differe:nt playe:rs might unde:nake:, but 
be careful. A ~choosc: your own adventure" narrative: wirn t OO many branch­
ing paths can become: difficult to program. Insrc:ad, le:t the rules of the game 
shape players' possible decisions based on how mey rake or discard objects, 
what strategic they use to fight enemies, and where they go spatially on their 
• Journey. 

For example:, the journal stages of the quct might read as follows. 

• Journal Upda« /: A Grecn Knight has challenged. me to join 
in his beheading game. If I agree, I should rake his green axe 
and CU I off his head, but I will have to lcr him do tlK same to 



40 

• 

• 

me In a~. If I do not agree, t will live but may ~ 
dishonored. 

Journal Updau 2: I have cut off the Green Knight's head. I 
must now seek out the Green Chapd where I can honor my 
pan of the bargain. 
Journal Updau 3: I found a beautiful castle in me wilderness. 
My host. a hunter, has made a strange bargain with me. I am 
to s~nd three days with his wife while he hunts. He will give 
me all the game (hat he kiils, but I must also give him whatever 
I " . " 
~n. 

• Jouf7lIll Updau 4: The Hunter's wife has given me a girdle, 
which she says is magic and will protect me from any harm. I 
am not sure whether I should give it to the Hunter o r not. 

• Journal Updau 5: I have located the G reen Chapel. I must now 
allow the Green Knight to cut off my head. Ifl keep the girdle, 
it might protect me. On the other hand, I will be forfeiting my 
honor as a knight by betraying my word and the emblem of 
"truut on my shield. 

J. Makinr the Obj«.e.s dlfouyh Qum lams 

List several objectS that figure prominently in me quest. These are more than 
JUSt ·props~ to decorate an environment or me everyday weapons. armor. and 
scrolls that players will carry in their inventories. Rather. the "quest items" 
are the objects of the player's search and the famed artifacts that will allow 
her to complete iL If you need examples ro help you think of these objects, 
imagine the "One Ring~ that FrOOo must bear to Mordor. the magic sword 
"Excalibur~ that Arthur pulls from the stone. and the portions of the Triforce 
in the ZLltitl games. 

For example. the player might locate and use the following items: 

• one shield with a pentacle; 

• one magical axe. made of a shining green material; 

• one girdle. a love-token from the humer's wife that mayor 
may not have "magical" properties protecting him from harm. 

Gawain might also symbolically gain the five virtues of a knight by re-
trieving the following plot items in a series of fetch quests: 

• the Armor of Courtesy; 

• me Shield of8eneficence; 

• the Helm of Compassion; 
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• the Sword of Pure Mind; 
• the Ring of Brotherly Love. 

4· Dtsiy"illY' dIe Chollenyrs of rill. Qutst rilrouyh 5uipdnY' 

Scripting is a form of "event-based" programming that specifies the rules gov­
erning possible events that may occur in the quest and the conditions that 
the player mwt strategically fulfi ll to bring them about. For example, will a 
door open only if a player has a key? Will a monster mack only if a player ap­
proaches within five feet of a cave entrance? Will an NPC respond to a player 
in one of rwo ways depending upon whether the player has accomplished a 
task first? Consider how you are going to measure these conditions. Can any 
of them be expressed mathematically? 

Scripting is (he most essential dement of the quest because it is the glue 
that connects its dements and makes the player's experience more than a se­
ries of random interactions with a simulated world, but rather a consciowly 
planned set of possible events that will occur only when players fulfill ~na.in 
challenges. During the later design portions of this book. we will rerum to 

the various aspects of the Sir Gawain exercise and design document, discuss­
ing how various theories of the quest and game design skill seu mighr be used 
to solve them. 

Role-Playing Construction Sets 

Having considered the big picture of quest design in terms of history. theory, 
and the overall planning of a design document, designers must think about 
the te<:hnologies for implementing these ideas. The most useful tools fo r 
educational and independent designers to make their own quests are the con­
struction sets and toolsets packaged with recent role-playing games or avail­
able for download. These include the Aurora Toolset. which accompanies the 
role-playing game N~rwi"ur Nights. the NWN2 Toolset [hat is included 
with Ntvt:rwillur Nights 2, and the Elder Scrolls Conmunion Set, which 
comes in two versions associated with TIK Eldtr Scrolls III: Morrowin" and 
TIK EId~r Scrolls IV; Ohlivion. Each of these toolsets allows users to construct 
game environments, objeas, characters, and challenges using p~fabricated 

art assets. 
Building game variams, often known as "mods

M 

or "modules. M is a mat­
ter of dragging and dropping these elements into various render windows and 
altering [hem using complex but managoble menus remini.scem of a ",ocb 
design tool like Drtamwtava Such toolsets are ideal for learning to design 



quests, which are often built into the gameplay structure of the games that 
arc: being modified. The eonstruction setS help temporarily circumvent the 
nttd for a large t~ of art ists, musicians, actors, and program mers required 
to develop a game from scratch . Although commercial game designers will 
eventually need to develop their own art assets and programming in order to 
have the rights to sell their game, toolsets arc an excel lent way for educators 
and independent designers to learn to design queSts and prototype them. 
Commercially successful games have occasionally emerged from ~mods" of 
existing games and game engines, such as Counurstrikt. ::a first-pcrson shooter 
that is a mod of Half-Lift. Also, m::any independent game designers currently 
purchase morc: generic g::ame-buildi ng tools, such as Torque and Blender, to 
construct their games ra ther than building an engine entirely from the grou nd 
up. Hence, using game construction sets is worthwhile experience fo r aspir­
ing designers in a variety of settings. 

This book will discuss the Aurora Toolset in its main chapters ::and the 
NWN2 Toolset (also known as the Electron Toolset) in an appendix. T he 
Aurora Toolset is both user-fr iendly and inexpensive, since the first install­
ment of Ntvtrwinttr Nights that it was included with has been released since 
2002 and can now be purchased for twenty dollars (or less in ~ba rgain bins" 
at used video game stores) . T his toolset has been widely applied in education­
aJ contexts ranging from Henry Jenkins's ~ Educ3tion Arcade" at MIT to in­
teractive storytelling workshops at the University of Alberta and multipl.aycr 
journalism simul.a tions at the University of Minnesot.a. T he Aurora Toolset 
has now been supplemented by a slightly more complex and graphically de­
tailed second insrallment called the NWN2 Construction Set. Abandoning 
the ~tile-based" approach, in which game environments arc: built by dragging 
small squares of landscape or «tiles," the NWN2 Construction set offers a 
richly customizable construction set in which every detail of ga.meplay, en­
vironment, and character appearance can be manipulated in nuanced ways. 
For the purposes of (he exercises in this book, d ther ~rsion of the toolset will 
work well. 

The fi rst resources in learning these toolsets are the online tutorials 
available on various websites, produced both by official ('mployees of the 
game companies associated with each loolset and by dedicated modders in 
the community of fans. These should be- your firsr resourc(' in constrUC(~ 
ing your own quests, ailhough most of the tutorials available online do not 
prOCttd past the level of basic world construction, object placem('nt, dialogue 
trees, and scripting. As the modder Skydiver observes in a quest tutorial (a 
happy exception to the general lack of tutorials on the specific subject of con­
Hcucting quests), quest design ~('ncompasses jusl about every aspect of mod-
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ding in one package: iTem cre:llion , possibly inTerior building or landscaping, 
NrC creaeion, dialogue, and scripling. Unfortunately, thai means while you 
can find separate tutorials on each of those Ihings, a good comprehensive 
quest-making TutOrial is hard 10 find. ~ 

There are some tutorials available on conslrucling quesl$, bUT tht)' lend 
10 teach only how 10 design a generic fetch quesl or ki ll qU CSt. What is 
needed, then, is a comprehensive sel of lutorials thaT explores each aspect of 
quest design wiTh an eye tOward how they alt fit together wilhin a scheme of 
meaningful aClion, as well as an awareness of the principles of production 
thai extend across each of them. My tutorials and exercises arc illlended to 

fill this gap. bUi it makes sense to use them in conjunction with all of the col­
leclive wisdom of experienced modders aVll ilable on the Imernet. Here is a 
series of links to some of Ihe beST online resourccs. 

For the Aurora Toolsel, the beSI maTerials available online are Ihe offi­
cial tutorials in the "For Buildersw section at the official Bioware N~wnuinur 
NightJ websit t· at http://nwm .bioware.com/buildcrsltoolsednrro.html. The 
"Toolset Intro" on this same websiTe will Take designers through The basics of 
building an area, while the "Module Conmuction TUiorial" offers a detailed 
wal kthrough of Ihe most celllral clements of module building, including world 
design, objecl placemenT , NrC creation and dialogue. and a lillie scripring. 
Accomplished madder Celowin has written a more in-depth set of cleven 
scripting tutorials, aVllilable at the N~lItrwinttr Nights Vault and packaged 
with the excellenl downloadable scripting resource, the Nclltrwintcr Nights 
Lexicon at http://nwvauh.ign.comNicw.php?vicw=other.Detail&id. 695. 



The Spaces of the Quest 
Goal-Oriented Spaces 
Aft~t a designer has an overall sense of the meaningful action in her Vffic 
as well as an overview of ehe toolsets for creating it. the firs! step in ( tCOlling 
quests involves the building of spaces, since a landscape is required for play. 
ers to ilct within. Bmh namuoiogicai theories of the spaces of the quest as 
well as ludological inquiries imo game-space can help to conmuct the moS{ 
effetriv!." levds and worlds of quesls. Aarscth's emphasis on the movement of 
the ~pbycr-a\lat:lr~ through space is a recurrcnr fcalU re of many definit ions of 
quests. both in g2mc rncory and lilC'rary theory. 

Studying the spaces of [he quest in games and narf3tivcs can lC3d to 
a set of design principles which involve the construction of an allegorical 
universe. The dt'sign of spaces in games is onen refured to ;u "level design." 
However, moS[ action-adventure games and single-player RPGs arc no longer 
set exclusively in dungeons, as were somt of the tarly mit-playing dungeon 
crawls such ;u Wizardry. Consequently, the spaces of these quests can more: 
accurately be referred to;U ~world design," in which the designer develops an 
open-ended geography through which the player can move. Design ing the 
spaces of quests is a matter of planning incre;uingly more remote, difficult to 
access, exotic locatiom in which quest-givers more: and more rdevant to the 
quests can be found. 

This terrain will include many enclosures, such as dungeons and casrles, 
that can be entered and explored. ConsequeOlly, designtrs have to think both 
in macro terms (associated with the world map of a fantasdc land) and in 
micro terms (associated with enclosures within this land) . On tht micro level 
of dungeon design. the spaces should givt the player an overall sense of the 
dircction of her ultimate quest target. while introducing challenges of disori­
emation that intervent. These can include dead-end p3WIgeways. multiple 
forking branches that wind around and return to the same location , secret 
passages, sr.a.ircues, trap doors. and other labyrinthine fea tures. 

While quest games onen occur within the dream-like spaces of the ini­
tiatory road of trials, movement through these disorienting spaces is more 
urgent and goal-drivtn than the ~navigation" associated with hypertext or 
the "exploration" featured in early adventure games. The player experiences 
a drive toward a target in space, and every object or character that intervenes 
bctwetn him and this target is an obstacle that must be overcome. This does 
not mean that movement is only in one direction . The player may backtrack 
to find hidden buttom or keys to open doors, as well as exploring thoroughly 
to discover any hidden resources (like health packs) or secret spaces (like hid-
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den levels or secret passages), Yet, despite these circuitous movements, the 
player of a quest game always experiences an acme desire for progression that 
manifests itself as an almost instinctive sense of where (0 go next. Stephane 
Natkin reinforces this idea in Vitko Gllmts and InlfflJ.Ctivt M~dia, in which he 
argues that "a level is made: up of a collection of quests" (37). Narkin defines 
a quest as a succession of objectives. obstacles, and solutions that are disuib­
uted through a maze-like space in order (0 guide the unfolding of various 
narratives through gamepJay (37-38). 

7iuul and l.t.vtluJ 5poctS 

This spatial instinct is elicited by careful planning on the part of designers, 
who create parricular spaces that communicate an experience of progression. 
Hence. designers of quest games often construct leveled or tiered structures, 
such as spiraling towers and ziggurats. The player knows where he should go 
next even without a map, both because he is always looking for the space that 
he has not yet explored and because he knows that he should anempt to move 
upward to the next level whenever possible. 

The Oblivion towers in Oblivion follow this architectural pattern mas­
terfully, orienting the player towards his goal through an upward spi tal of 
spatial movement and escalating difficulty. The player must venture into at 
least three of these towers to complete the main quest of Obli/ljon and may 
enter many more in order to acquire further experience and allies for a future 
barrie. In each of these side-quests, the overall goal remains [he same: dose 
the gate to the plane of Oblivion by removing a "sigil stone" from the upper­
most chamber of a large tower. 

After closing a few of these gates, the player begins to master the archj­
tectural principles by which the towers are constructed, despite the variations 
that the designers build into each tower in order to increase their challenge. 
The player learns that there is a central well-shaft with a geyser of lava, wim 
winding ramps twisting upward toward the top chamber, or "Sigilium Sanc­
tis, M and the sigil-stone. ElIch of these ramps has a series of doors that branch 
off"into passageways and chambers that the player is forced to explore because 
many of the ramps end in dead ends, preventing an uninterrupted ascent 
through the main well-shaft. Instead, the player must find a way through 
side-chamben, back into higher levels of the main ramps, and then back into 
the side-chambers. These potentially confusing routes become clear once the 
player realizo; [hat he should always attempt to rake the p.:nh through the 
side-chambers that moves upward, taking the door at me highest point with 
the hope that it will lead to a pmageway to the next ramp. Many of these 
passages follow naming conventions that the player can learn, so that a door-



way to [he "Hallways of Dark Salvation" indicates a midlevel passageway [hat 
will lead to a highcr-lcvel tamp. This diabolical archit« turc is more than just 
a gratuilOusly twisted acsthetic feature. 

Movemcnt through these spacn: often has an allegorical component, 
since 10Guions have symbolic names and structures in the same way that 
those in medieval and Renaissance allegory do. Each Oblivion towc:r and 
all of its passageways and chambers have namn: that fit with the rhc:mc: of a 
particular plant', such as negative emotions, mutilation, or natural disasters. 
Upward-winding circular corridors callc:d "the halls of shamc" or "the shrine 
of anguish" cannot help but c:voke the :tllegorical locations within Dante's 
medieval circles ofhelJ, as well as other bleak symbolic places like "the slough 
of despond" in Pim Plowman or Mthe dark lowC'rH thaI Childe Roland ap­
proaches. While the poet Joh n Milton obsC' rvn: that ~long is Ihe way I And 
hard, that out of Hell leads up !O light." the player experiencC's this Struggle 
in upward-seeking b:lttles that last for hours, living out the full meaning of 
Aarseth's term "ergodic" (rc:quiring rhe exertion of work) (Milton 282). 

This space mirrors the leveled progf(ssion of character development 
in the process of iniriarion antral to the gameplay of role-playing games. 
When a player accumulates sufficient ellperience points within a role-playing 
game, her character moves to a new "leveL" Ltvel in this COntext refers to a 
measuremenr of the character's achievements in a formalized system of rank~ 
ings that allows the player to see at a glance the relative power and skill of a 
character. For example, a player might have a level ten mage with access to a 
specific set of magic spells and skills. To "level up" in rol e~playing terminol­
ogy means to attain a new level, with accompanying increases in the Strengths 
and skills assigned to a player's character. 

At the SOime time, a level often refers to a demarcated spatial ara. with a 
particular set of challenges that mll'll be overcome before a player can move to 

the next area. The leveled ascent up spiraling towers or l:iggurats is the spatial 
equivalent oflevel ing up one's character, as acknowledged by Ihe leveling up 
mes5ages in Oblivion, which congratulate the player: ~You have asanded to x 
level. " Both are images of initiation through movement, either in the literal 
sense of spatial climbing or the metaphorical .Kn.K of charaCier development 
and achievemem. 

Outward Movement 

QU(sC Hubs 

In addition to upward movement, a repeated pattern of venturing into a pet~ 
ilous, unknown place and remming appean throughOUt many quest games 
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and is visible on the maps that are often used to travel quickly between loca­
tions. The Oblivion quest map is doned with ~hubs" of known locations. 
like cities, surrounded by scattered. unknown locations (like ruins. caves, and 
forts) that the player ventures into in quest of adventure. Upon completing 
an adventure, he returns to a known location to inform the quest-giver and 
receive a reward. Hence, he moves laterally outward and then inward, as 
when he uavels from a city along a road or across [he coumryside to a ruined 
mine and then returns to the city. For example, the map in Undying shows 
one cemral hub (the family manor) and a network of five outlying locations 
(such as the Mausoleum, the Standing Stones, and the Pirate's Cove). The 
completion of each quest ends in the vanquishing of one of the five demonic 
siblings and the return to the manor to acquire the clues as to which loca('ion 
should next be visited. 

The map of Tht Eldtr Scrolls II!; Morrowindis also constructed to reflect 
the relationship of its side quests and main quests. As in many quest games, 
including World ofWarcrafi, this map consists oflocations that can be referred 
(Q as quest "hubs"-places such as cities and fom, in which quest-givers dis­
tribute quests and (Q which the player must return to complete the quests. 
The player begins at a small, out of the way location (such as the outpOSt of 
Scya Deen in Morrowind), in whieh few activities are available, and the quests 
that can be undertaken are simple and easy in keeping with the player's low 
leveL As the player progresses in the game, she gradually moves from this 
location to other "hubs," such as the town of Balmora, from which aU of the 
quests given by Caius Coscades originate. These quests require the player to 
voyage (Q increasingly remote, inaccessible, and dangerous locations, which 
in turn contain their own set of more difficult quests. Eventually, these quests 
take the player into new regions of the world, such as the far northern regions 
of the Urshilaku camp, where the seven trials of the Incarnate begin. 

This progression from quest hubs is a deliberate snategy on me part of 
designers to motivate players to explore the simulated world that they have 
created, as Jeff Kaplan explains in "Questing in World ofWarcrafi." Kaplan 
enmusiastically confirms the interviewer's suggestion that "quests arc being 
used as a mechanism to encourage the exploration of the world. " He elabo­
rates, HWe think it's run to travel allover, and we PUt in bteadcrumb quests to 
encourage the players to do so." This classification of "breadcrumb questS

H 

refers to tasks that lead the player into new areas like a trail of breadcrumbs. 
However, the meaning of spaces within the context of narrative varies 

grc.ady from game to game. Because World ofWarcrafi lac!c. a "main quest," 
me organization of its vast geographical expanses is episodic and disconnected 
in the same way that its questS arc. Kaplan explains that "the ongoing story 
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of War craft is subtly woven into the quest system, a.nd over time will co~esce 
more and more into a patTern that can be seen." This weaving is quite subtle 
indeed, since, a5 Kaplan argues, it largely consists of ongoing battles between 
various factions who occupy areas of the continent of Azeroth. The "pattern~ 
emerging over these spaces can involve only an escalating war, which may 
reach cataclysmic proportions but which remains combat between factions. 
Spatially, World ofWarcraft delivers precisely what its title implies: an infinite 
battlefield for a never-ending war. 

In contrast, the spatial organization of the province of Vva.nderfell 
in Morrowind reflects the interrelationship between main questS and side 
quests. As the game progresses, the player discovers that his ultimate task is 
to fulfill the prophecy of the Nerevarine, proving his status as a reincarnated 
leader destined to drive invaders out thl."" land and establish the rule of a be­
nevolent god. He must fulfill this prophecy by revisi ting the ruins ofDagoth 
Ur, a stronghold of the god where the Nerevarine hero died. This centr~ 
object of the main quest is also given spatial centrality, appearing direcdy in 
the middle of the Morrowind map. However, the ch~lenge of this quest as 
the player's final task is conveyed spatially through forbidding, impassable 
mountains that surround Dagoth Ur on all sides, except for a single port~ 
protected by a magical barrier called the Ghostfence. The designers convey 
that this ch~lenge can only be surmounted by the most accomplished player 
in the endgame phase of Morrowind. 

The strategy for world design needs 10 be focused on obstacles of ter­
rain (mountains, ridges, piTS of lava, lakes and oceans, forests) that intervene 
between the player and her target. The attempt to locate the Urshilaku camp 
in Thr Eidrr Scrolls Iff: Morrowind is a brilliant example of a spa[i~ odys­
sey, created by obstacles that prevent the direct travel from MOflilg Tar ro the 
Urshilaku camp (which is due north). Instead, a player must travel north to 
the foyada (volcanic ridge), follow it northwest across rocks with swirling red 
dust, struggling upward to find a path over the rocks and not to lose the trail. 
Then. one must swim around the headlands and hurry east through ancient 
ruins inhabited by deadly daedra (demons). 

At the same time, the useven trials" that the player must pass in or­
der to reach this endgame are distributed spatially across the many villages 
that surround the cemer of Dagoth Ur concentrically. Movement across the 
world of Morrowind weaves back and forth between these hubs, branching 
off into outlying areas that involve side quests or cxplorating random ruins 
and dungeons, finally leading the player into the map's center. In order to 
create these initiatory spaces, designers must acquire skills oflevel and world 
design, and they can improve the construction of these spaces by keeping io 
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mind the traits most s~cific [0 both quest narratives and quest games. These 
spaces should be 

• fantastic ; 

• dreamlike; 
• allegorically arranged (0 convey ideas through their layout; 
• org:mittd to create a sense of progression through difficult 

ascent; 

• labyrinthine. 

Collectively, thcse spaces should also consist of ~qucSt hubs~ built for the 
purpose of distributing and coordinating players' wks. 

Dunrwns and LabljrindlS 
Upward and ourward movement is often alternated with the ehameler's de­
scent into perilous underground mazes known as dungeons because of their 
origins in Dungtom and Dragons. These mazes arc inverted versions of thc 
tiered ziggurats and winding towers through which playrfs often ascend in 
queslS, since progressively lower floors of these dungeons arc known as levels. 
The further a player descends in these levels. the greater perils she faces and 
the greater rewards of experience and treasure she receives from successfully 
demoying monsters. 

Progress in a dungeon is often also a form of initiation in that il moves 
a player closer to the labyrinth's secret. since the lowest and furthest chambers 
of the mue frequently contain a magical item that is the object of the player's 
quest . Movement through a dungeon yields an undemanding of its architec· 
rural principles of conSltuction, which ohe-n follow patterns in which lockt"<! 
gates earlier in the mue can be opcnt"<! using keys, buttons, or pressure plates 
found at a later poim. Players learn 10 anticipate the ways that passageways 
wind and branch imo corridors and de-ad ends, as well as to imerpret an aulO­
matically generated map to see what areas they have not yet explored. 

The exploration of a dungeon corresponds closely 10 the phase of initia­
uon known as Mdescem into the underworld." which bmh Frye and Campbell 
describe through the recurrem mythological image of the labyrinth . Ven­
turing imo a dangerous underground space is a recurre-nf motif as.sociatt"<! 
with the passage through trials because it signifies confrontation with the 
monstrous forces of darkness. whether conceived as a natural fear of the dark, 
the manifestation of unconscious contents, or a metaphysical battle with evil. 
Campbell argut"<! that the figures associated with these: labyrinths would re­
appear with even more terrifyi ng force in societies mat had loS( touch with 
meir mythologies. He writes that Mif anyone-in whatever society-under-
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rakes for himself the perilous journey inm [he darkness by desc:ending. either 
imemionally or unintemionally. into tht' crooked lanC'S of his OWII spiriTUal 
labyrinth. he soon finds himself in a landsC"Jpe of symbolical liguresM ( 10 I). 
Frye associatt's the same ~symbolical figuresM with the mythological motif of 
descent into the belly of tht' whale. of which ht' writes that "the image of the 
dark winding labyrinth for the monster's belly is a natural one. and one that 
frl"<juend y appears in he:roic quesrs. 1l00ahly that OfThe$eus" ( 190). 

Whereas Theseus ventures illlo the labyrinth only once. RPG desigllers 
maximize the potential for activity in this motifby creating mallY que:Sls that 
involve de:scending into multilayered dungeons distributed throughout a vast 
world. or "Ju ngl"o1I crawls.M as they art' known in gaming culture. In the 
main quest of Db/illion, playas must desce:ud into a vast, winding labyrinth 
10 fimi the armor of Tiber Septim. The side qut"SIS of this gamc include many 
other dungeon cr:lwls as wdl as ruins scallerr<i over Cyrodil. 

While: many scholars of postmode:to literature illlt"rpret the labyrinth as 
an image of the: indeterminatc interprct31ive paths that ditferent readers may 
take: through works of liter:lture. doing so srrips this image of the historical 
conte)(! Ihat makes the labyrimh itself signify so richly. As an environmt'nt in 
which playt'rs confront the challenges of darknt"ss and overcome them through 
ex:ploration and combat. the labyrinth reelllers quest games as a COntemporary 
location for initiation. The caves covered with painting murals at Lascau)( arc 
sometimes cited as primitive precursors ro virtual reaJiry and gaming because: 
they arc Ihought ro have been used as spaces in which Iribe Illembers were 
initiated into the myths depicted there by being immerM:d in Ihem. 

Branching structures are crucial for the consrruction of such labyrinths, 
but much of the controversy surrounding branching in gaming and interac­
tive storytelling originates in a confusion about spadal and temporal brllnch­
ing. When Glassner and Crawford decry branching structures in interactive 
storytelling. they are referring to junctures at which a narrative could fork in 
two or more possible directions because different plot events occur in time 
(Crawford 124-25, Glassner 239-59). They cri ticize this strategy because 
it ei ther limits the imerac[iviry of the srory severely or results in unfeasibly 
large Story files with large amounts of wasted coment. If Ihe Story branches 
once at each plot point, it will soon grow exponentially into a large number 
of branches. most of which a player will not e)(perience unleS5 she lakes the 
lrouble 10 play back through the game multiple times. Programming each 
of these branches soon eilher becomes restrictive or involves an unrealistic 
amoum of labor; therefore, Glassner and Crawford rejeer branching struc­
tUtes in favor of procedural storytelling, based on algorithmic rules Ihal SCI 

p.ara.meten for playcr action without restricling it 10 predefined paths. 



When game designers such as NatIOn praise branching mazes as a mod­
el for level design in adventure games, they are referring to spatial branching 
(37--40). Because scripting of various events, such as encoumers with mon­
ners, can be associated whh panicular locations, a player's triggering of a given 
event may depend upon his taking of a particular fork in a mne. However, 
the other events are available to be triggered whenever a player emers these 
areas, rather than being automatically closed off. Access can be restricted to 
particular evenrs through spatial barriers and objecrs, such as requiring a key 
to open a given door to a new set of passages. Distributing quest objects and 
targets through the branches of a labyrinthine structure is an effective strategy 
for balancing the freedom of interactivity with the purpose of a quest. 

AlltifDrical5paru 

In order to increase the sense of the quest's purpose, the spaces should them­
selves convey encoded meaning through their layout. This scheme of mean­
ingful landscapes "remediates" allegory, to use Bolter and Grusin's terms for 
the reworking of one medium in terms of another. Bolter and Grusin observe 
that in digital art "naive allegoty is common. as we see, for example, in the 
computer game Mysl with its allegory of the end of the book~ (136). By 
"naJve allegory," they refer to art with an "obvious message, h presumably to be 
contrasted with heavily ironizcd, ambivalem allegory, such as that theorized 
by some ponmodern li terary critics. They regard the "losing" endings of the 
computer game MyJt, in which the player is entrapped within imprisoning 
books instead of being able to move freely through the space of computer 
graphics, as an allegorical critique of the book. At the same time, Bolter 
and Grusin argue that the book is remediated by the game's imerface and 
plot. I 

However. the tradition of creating meaningful spaces originates in liter­
ary allegories that are far from niive and that encourage a degree of engage­
ment thai prefigures digital games. As Wayne Erickson argues in Mapping 
th~ Fam~ Quun: Qum SrructuTtJ and lh~ World of th~ PM"', the Slarting and 
ending points of the knights' queSts in Spensds poems themselves convey 
meaning. These quests begin in historical sixth-century Britain and then pro­
ceed into Faeryland. thereby conjoining the historical and political concerns 
of epic poetry with the private, fantastic themes of chivalric romance (S7-
117). Moreover, Erickson points out that Gordon Teskey's recent theories 
of Spenserian allegory emphasize a "game of ' interpretative play,'H in which 
readers learn not just by example but "by becoming engaged, through the 
play of interpretation, in the theory of virtue" (12). 
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While Erickson and Teskey are not discussing new media, the combina. 
tion of Erickson's focus on the imaginative spaces of the poem and Teskey's 
interest in its elicitation of readers' active involvement suggests that Spenser 
was already striving for the synthesis of "immersion and interactiviry" that 
Mari.:·Laure Ryan upholds as the ideal of digital an. Aarseth's evocative 
phrase for video game representations of space, "allegories of space," turns out 
to have another dimension besides the one that he focuses on. Aarserh argues 
that the spaces of digital games can be "allegories" of space only because they 
consist of digital implementations of automated rules necessary to create a 
game !"ath.:! than of actual physical or social laws. He writes, "In other words, 
the topology of even the most 'open' computer generated landscapes makes 
them quite different from real space, and controlled in ways that are not in· 
herent in th.: original physical objects they are meant to represent. This makes 
them allegorical: they are figurative comments on the ultimare impossibility 
of representing real space" (169). This is {tue, yet rhe spaces of quests can be 
"figurative comments" on a wide variety of other actions and ideas, especially 
the goals of the player and her relationship to a larger simulated world. 

Dream Spaces 

Joseph Campbell argues that the entrance into a spatial realm separate from 
the ordinary world is the first stage of the hero's adventure proper. He writes, 
"Once having traversed the threshold. the hero moves in a dream landscape 
of curiously fluid, ambiguous forms" in which he undergoes the trials that 
constitute the initiation phase of his journey (97). Campbell ascribes several 
features ro the space of the adventure that set it apart from ordinary space and 
that are literalized in the simulated space of quest games. He suggestS that the 
space of the quest is a dream landscape because it rakes place at least partially 
in the imagination. The movement of fluid forms is metaphorical in the case 
of a quest narrative, which is often characterized by descriptions of dream· 
like, shifting images. Similar movement is intensified in the case of a digital 
simulated space, which can actually change and be explored in ways that are 
partially metaphorical in wrinen texts. 

Aarseth insists on this difference between a written text as a metaphori· 
cal space that can be imagined by a reader versus a digital eybertext whose 
simulated space can be physically explored through the exertion of effort 
(3-4). However, a digitally simulated space is technically not an "actu.a.l­
space either because it is a moving configuration of pixels on a screen that re­

quires the player's imagination ro be explored. Hence, quest ga~es inte~sify 
a potential for imaginative exploration that was already present Ln narratives; 
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th~ spaces of quest games and quest narratives diff~r not fundamemally but 
in the degr~e to which they arc simulated and imagined. Henry Jenkins aptly 
makes this connection between simulated and imagined spaces of quests and 
quest games when he argues that "games fit within a much older tradition 
of spatial stories. which have often taken the form of hero's odysseys, quest 
myths. or travd narratives~ (122), Working from rhe perspective of narrarol­
ag}'. Jenkins tends to underemphasize the active overcoming of challenge that 
is crucial to Aarseth's definition of the: quest. However, Jenkins also observes 

a strong relationship between quest games and their origins in epic and myth 
mar Aarseth neglects. 

The player's movement through space in the form of an avatar allows 
him (Q enact meaning, so that the actions he undertakes in simulated space 
have significance in terms of progressing further in the game as well as the­
matic implications. In uchGnosis. Erik Davis argues that game players move 
their avarars through a space that is not only dreamlike and changing but also 
dense with allegorical meaning. Davis writes: 

In some ways, MlJmturt (and the countless adventure games it spawned) 
sticks the user into a first-person al legory. Like Dante or the knights-er­
.. U\{ in Th~ Fat";~ Quam, whose environs Coleridge described as 'men­
tal space: you wander through a rigorously structured but dreamlike 
landscape patched. together from phanta5ms. These images usually pos­
sess more thm a surface meaning, since they conceal clues and abstract 
relationships that, if figured. out, will send you further into gamespace. 
(253) 

Davis's analysis reaches deep into the history of gaming and literature to Ad­
vrnturt, the first text-ba5ed adventure game, and to Renaissance allegory and 
Romanticist analysis of its imaginative effects, both of which are in turn de­
rived from medieval romance. Davis's use of the term allegory raises difficult 
theoretical issues because some critics view an allegory as having a single, rigid 
moral idea that it anempts to [each its readers, while other, deconstructionist 
critics have tried to show that allegory is inherently self-contradictory and 
unstable. 

Davis also associates the dreamlike landscapes of games with allegory 
by way of Angus Fletcher's observations that al legories often take place in bi­
urre, fantastical spaces. Campbell's description of a ~dream landscape~ plays 
out over and over again in a variety of different quest games, in which the 
surroundings through which the avatar moves are compared to a dream either 
overtly or indirectly. Hence, the significant landscapes of dreams are places 
where the player can be separated from the "ordinary world" and initiated 
into a meaningful world that operates according to different rules. Dreams 
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disobey rhe logic of everyday life, suspending its rules in favor of a bizarre and 
surreal associative stream of consciousness (whether theorilLd in Freudian, 
Jungian, or cognitive terms). In a sense, games are already dreams and dreams 
foreshadow games, so that to put a dreamworld within a game is to make a 
"dream within a dream," a metagame twice removed from mundane reality. 

These dreams within games Cfe-.He initiatory spaces that allow players to 

be immersed in a fanrastic, supernatural environment while ar the same time 
rhinking about what it means to playa game. Hence, many quest games con­
rain spaces within rhe game thar are demarcated from the rest of the game's 
"real world" as a dreamspace or dreamworld, suggesting the horror writer 
Poe's phrase "a dream within a dream." These spaces include 

• "the Winter" and "dream net" in the game DT"(amfoU; 

• "Oneiros" in Clive Barker's Undying (an allusion to the word 
~oneiric" or "dreamlike," derived from the ancient Greek 
word for dreams); 

• Henanrier's "dreamworld" in the "Through a Nightmare, 
Darkly" sidequest of Oblivion. J 

In the chapter of Drfamfoll enrided ''A Dream wi[hin a Dream," Zoe discov­
ers her own powers as a ~dreamer~ who can dream while awake, mainraining 
a dual awareness of dreaming and reality that duplicates the player's double 
identity as player and avatar. The dream worlds in games are places where 
designers reAecr on the principles and bene/lts of their own game design. 
These reflections occur in the form of dreams because dreams were the closest 
approximation of digital games before this technology appeared. In dreams, 
one moves through a simulated space that addresses all of the senses, includ­
ing sight, sound, and touch. A dreamer both is and is nor himself when he 
dreams, since his sleeping mind and immobile body make the dream possible, 
bur he may take an entirely different imaginary form within the dream (as 
when one dreams of oneself as aged, wounded, in an animal form, or as a 
ghost). 

Spaces and Avatars 
Action and movement rhrough space are possible in quest games because of 
the invo(vemenr of the player as active participant rather than as spectator 
who only identifies emotionally with a character. Aarseth's phrase "player­
avatar" suggests the complex hybrid identity that the player ukes on as she 
identifies with a virtual representation of herself on scrC(:n. The player's re­
lationship to an avatar involves a dual consciousness of an embodied, ~-
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eryday. "raJ" identity that is playing the game and an avatar that the player 
directs within the game. 1 D~pite th~ differences in perspective, the rela­
tionship of a player to an avatar builds upon (he metaphorical "identifica­
tioon of sympathy and admiration that the reader of a narrative feels for the 
hero. 

The player of a game experiences this metaphorical identifiauion as 
literal in the sense that, for the duration of the game, the player is both player 
and avatar. This double identity des~nds from Western quest myths' simul­
taneous thematic concern with the discovery of ~If and the knowing of :I.n 

Other. Quest myths have always encouraged identification with a hero and 
suggested ways that the readers or audicna might imitate the hero's behavior 
in their own lives, including his assimilation of opposites that the society 
reguds as dangerow or threatening. 

The player of a quest controls an aVlltar who passes trials to acquire 
greater levels of skill and accomplishment, but the close relationship between 
player and avatar means that the achievements of the avatar arc accompanied 
by real development on the part of the player. The designers of Oblivion 
include scM-reflexive commentary on the initiatory benefits of games fo r play­
ers in the side-quest "Through a Nightmare, Darkly.~ In this quest, the 
player mwt rescue a magician named Henantier, who became uapped in 
a nightmare after he constructed an amulet that allowed him to enter his 
own dreams. The NPC Deetsan, Henantier's friend and the head of the 
Mages' guild, explains, "Henantier constructed a magical device he called the 
Dreamworld amulet. With this device, one can enter his own mind and ex­
perience dreams. When you enter your dreams with the amulet, you're in full 
command of a dream-like replica of yourself." In cyberculrural terms, this 
"dream-like replica" is an avatar. Deetsan in Oblivion, like many characters 
in DuamfoIJ. is using the metaphor of dreams to reflect on the mechanics and 
psychological function of games. 

The events in this "Dreamworld" are crucial to undemanding the role 
of this side quest, which consiSts of games within the game. like Campbell's 
trials, these games are explicitly referred to as testS: the "test of patience," the 
"test of courage," the "test of perception," and "the test of resolve." While 
the tests undertaken by an avatar might seem to have little relationship to the 
development of the player, Deeuan explains thar "All your thoughts. your 
dreams and your talents travel [here with you. Think of it as exploring a new 
land. but a land within your own mind. " She more explicitly setS forth the 
purpose of these trials when she says. "Henanrier created the Dreamworld to 

sec if he could usc his dreams as a training ground to help bener himself." 
She thus suggests that Henantier can benefit from playing a game in which 



2. SpiUeJ 

he overcomes trials through an avatar, and dW assenion a150 applies to the 
player's own self- improvements. 

The ~test of patience~ does require a great deal of patience from the 
player, who must decipher the cryptic symbols on a scroll to find a path 
across a grid of pressure plates, where a single over-hasty mimep leads to 
the avatar's death and a required repetition of the task. The ~tem of per­
ception" and "resolve~ also require observation of minute naps in a dark 
landvape as well as the persistence to engage in extended combat with dif­
ficult enemies. The ~courage~ test may draw less upon real-world courage 
than the others, although the realistic simulation of diving into underwater 
caves without knowing the way back up to ajr does induce al least a small 
amount of fcar that has ro be overcome. These games arc indeed the training 
ground that Henantier envisioned, and they test not JUSt memoriud. faClS or 
a sel of cognitive skills but strengths of character akin to allegorical vinues.l 

level Design 

Role-playing construction seu are extremely useful in designing the spaces of 
quests, since they allow a beginner (0 create detailed. fantasy-themed environ­
menu in a relatively short amount of time. They are better for the purpose of 
quest design than a level editor like the Unreal Engine, which is designed for 
creating first-person shooter environments coruisting of abstract, minimal is­
tic architecture. Role-playing construction setS are also best for producing the 
fantastic and ncomedieval environments common in quest narratives, though 
some modding is possible in order to introduce visual styles that suggest other 
genres, such as science fi ction or ~real istic" history. The RPG construction 
sets are also useful because they arc not just "level editors" but also toolsets 
that integrate spatial environments with functions for cteating NPCs, conver­
sation trees, and scripting. 

Which toolset a designer uses to construct her environments depends 
upon her preferred working style, degree of expertise, and desired appearance 
and spatial perspective on the simulated world. The Aurora Toolset. Bioware's 
first version of their construction set packaged with Nrwrwint" Nigh/J, is 
highly modular, with a variety of preexisting tileseu thaI make world building 
a matter of well-planned dragging and dropping. The Nnxrw;nt" Nigh" 2 
Toolst! expands on this basic principle. al lowing for more subde environm~n­
tal effects and det2i1ed textures but keeping the basic ideas the same. The 
Morrowind and Oblivion versions of the Elder Scrolls ConSlrucrion Set offer 
more finely nuanced control of environments at the pri~ of a steeper learning 
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curv~ , since the camera conuols of this world acc so complex as to require a 
great deal of skill to manipulate smoothly. The Elder Scrolls Construction 
set is also less "modular" than both versions of the N~IIt:rwinur Nights Too/su, 
which are designed for creating stand-alone "modules" rarh!'! than expanding 
an existing world. Building worlds within TESCS means placing locations 
in nooks and crannies (or bare swaths of wilderness or recovered unden'l<l.rcr 
land) within the already teeming simulated world ofTamriel. 

No matter what construction set designer's use, there arc seve ral con­
siderations that should be kept in mind when designing the spaces of the 
quest: 

• embedded meaning; 
• a balance between challenging obstacles and exploration and 

a sense of progression; 

• the organization of spaces according ro "quest hubs." 

The first principle suggests that world design should be organized meaning­
fully, with a consideration of the patterns that will emerge from the place­
ment of villages. dungeons, and geographical features such as mountains and 
lakes. It can be helpful ro think of the world both as an environment that 
the player will explore from his perspe([ive (whether first- or third-person), 
as well as an overarching pauern that will be visible only from an aerial or 
~bird's-eye" view. Postmodern American author Thomas Pynchon. famous 
for his game-like novels. describes the aerial view of a suburban landscape as 
resembling a "circuitboard" in its "hieroglyphic sense of concealed meaning. ~ 
implying that there is some secret encoded in the land itself that is visible 
only when its overal l panern is grasped (24). Similarly, Garriott designed the 
world of Ultima IV so that each village in Britannia would correspond to one 
virtue in Ultima's "Virtue System." while each dungeon would represent the 
opposed vice. 

In practical terms, designers can also derive a model from world-famous 
maze designer Adrian Fisher, who has constructed multiple "symbolic" mazes, 
such as the one Oi l Leeds Castle, which gradually reveal an inuicate image to 

people who stand on a viewing platform found as they explore the maze. One 
of the mazes most relevant ro quest design. especially to the sample quest of 
Sir Gawain and Gum Knight. is based on Th( Drt:am of Poliphilo. an Italian 
allegorical poem from the Renaissance that features a "water labyrinth" repre­
senting the five senses. Fisher designed a maze in the shape of a five-pointed 
Stat much like the one on Gawain's shield, with an animal emblematic of 
each sense Oil Cllch of the points. Designers doing the first exercise of this 
book might consider designing at least one of the areas on Sir Gawain's quest 
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in the shape of such a nar. When I did this sample (Xc-rcise myself. I made 
five rooms in King Arthur's castle al Camelot. each distributed roughly a[ the 
points of a pentangle. In four of these- rooms. I PUt ~Ierr.lin ~ and ~placeable 
objecls

H 

trom the Aurora Toolset associated with each of [he fou r de-ment$ 
of the an(ieurs (air. water, fire. and earth); [he fifth room is associ~ted with 
the fiflh ekment (spi rit) ~I the tOP of Ihe SI;lf. I put a loulllaill ill Ih~· water 
room . a ~US I of wind in the air room. a burnillg statue ill the fire room. and a 
mound of dirt with rocks in the eanh room. u ch of these rooms comained 
a treasure dlest with one piece of Gawain's armor, corresponding 10 one of 
his knigh tly vi rtues. 

In building these- symbol ic patlt"TI1S into the world of [he queSt, it is 
crucial 10 keep in mind that they must not be applied mc.:chanically, but 
rather ilHegr;ued inlO the asl)CCfS of good Ic-vel design that will encourage fun 
gameplay. The pauctrl of~obj('Ct ive.K Kobmcle.K and "solutionK described 
by Emmanuel Guardiola as dm".Ic teri",ting the quest should be disnibutcd 
strategically across the levels of the game in order 10 balance difficulty with 
reward (36). Instead of regard ing the lilesefS and pbct."ablc-s of II construc­
tion set as mere stage-sets ofbcautiful scenery that will be in Ihe background 
of the game, a designer should place grogr:lph ie dements in such a way that 
they force players 10 interact with them as obstacles that must bc- overcome to 
progress. To the extent that it is possible wit hin the- rules of gameplay, players 
should have to ford Streams, wind their way up treacherous mountains. leap 
across yawning chasms, and hang from narrow precipices. 

Turorio/II, : Dt.Sirnimr Areas 

I . Boot up the AurOflll Toolset. 

2. Click the ~Create New Module"' button. 

3. Name the module someth ing appropriate and dcscriptive of 
the questS that you want [0 make. ~Sir Gawain's Quest" 
might be appropriate for the fi rst e-xcrci$(". 

4. You must ere-ate one are-a for your quest to have a functioning 
module. The Auror.l Toolsel offers several tile-sets based. on 
common environmental memc:s, such as ~City Interior" and 
~Forest." Choose carefully, since the modular character of 
this toolset will Ie-ave you with access 10 only one tibel per 
area, limiting your oplions for the ~tilesK (prefabricaled piec· 
es of terrain) that you can uSC". You can always create- morc 
areas and experiment with different tilc:sets, but plan ahead 

( , .-.. , .. , -
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5. 
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so that you do not find yourself trying to PUt a cavern in the 
"Rural Winter" landscape where caverns are not available. 

Select the size of your area. 1 find that "Medium~ works well 
for experimentation , si nce "Large~ is toO overwhelming and 
"Small" tOO resrriClive. The first step in learning any toolset 
is developing the abiliry to manipulate the "camera" in the 
game, a term borrowed from film [Q suggest the perspective 
from which the designer will view the environment. In the 
Aurora Toolset, the com mands used to move the camera are 
relatively simple, provided you have a mouse with twO but­
tons and a wheel. 

• To pan left, right, and forward, hit "ctrl" and drag with the 
left mouse button. 

• To zoom in and out, roU the mouse wheel forward or 
00cl<w.ud. 

• To rotate or tilt the environment, dick and hold the mouse 
burton; then move the mouse left, right, or forward. This 
allows you to turn the grid along all three Vl:es (the X- ,,Y-, and 
Z-Vl:es). 

There are also buttons underneath the viewing screen that allow you to pan 
and turn the grid, but using the mouse is more efficient and allows more 
finely nuanced connol. To have a strong sense of how players will experi­
ence your quests, you should play the actual game N~vawinur Night5 (or 
whichever game a given construction set is based on). This particular game 
allows players to adjust the camera in some of the same ways that you can 
as designer, but they will most effectively be able [Q view your environment 
from a "bird 's-eye" position slightly above their avatar's shoulder and at an 
angle. This is the convenient way to view and move through N~vawinur 
Nighn, although players can effect ively zoom in to observe details on objects. 
[ksign accordingly; you do not wam [Q assume that players will see cyery 
detail of every object or that they will be directly in from of objects (al though 
this would be the case in first-person role-playing games such as the Euur 
Scro/lJ series). 

6. Observe the various palettes available in the toolset, which 
you can identify by mousing over them brieRy. In panicular, 

focus on the palettes at the right side of the screen, especially 
the uppermost left icon ("Terrain"), (he second icon from 
the left on the bottom ("Doors"), and the table icon 
fifth from the left side of the screen ("Placeables"). These are 
the three buttons that you need to design environments, 
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slarring with ~Terrain. ~ Press the ~ +~ bunons on the rhltt 
lists below (Q expand the types of tile [hat you can place to 
construct your environment. By clicking any of these items. 
you can selecr a single rile (or group of rdared tiles under 
~Groups~) to place on your grid. Try clicking on onc of 
rnese [iles, which will cause a semitransparent or "ghosled~ 

version of this lile to ~ al[3ched [0 your cursor. 

7. Move your cursor over the grid in the center of (he screen 
10 experimem with various posirions for your ri les. When 
[he recrangles surrounding rhe t ile {Urn green, you have 

found an acceptable position for rhe lile or tile group. While 
the tile is still ghosted, you can right-cl ick [0 cause it ro roo 
tate, 45 degrees 31 a rime. Once a lile has been placed, it 
can not be rotated, but it can be deleted and then replaced. 
Placi ng tiles takes some ge([ing used to, since tiles often do 
not nt together quite as expected or desired. You may nnd, 
especially when creating interiors, that you have to place 
and erase tiles several t imes in order to nnd a combination of 
rooms and corridors that will connect up. Remember to 
shift your camera comrols to make sure that players wi ll 
have an unbroken path through the areas; ;my obstacles to 

movement should be del iberate on your part rather than a 
design flaw result ing from not connecting twO rooms. 

8. Place several t iles in order to create the nrst envi ronmem in 
your quest. Remember that everything you place should 
have a purpose. Avoid clutter fo r its own sake. When trans­
forming a literary narrative intO a quest, you can often al­
low the choice of tilesets to be shaped by the det;ails of the 
author's description , but you should also exercise your own 
creativity ;and be flexible in order to create your own liv­
ing, interactive environment rather than an exaCI copy of 
the literary work. For the ~S i r Gawa.in's Quesl~ module, I 

"" d 

• 
• 

• 

the ~Inte r io r Castle" tileset for Camelot and H autdescrt: 

the ~Forest" tileset for the Forest of Trials (an area that ex­
pands upon the quick summary of Gawa.in's advenmre5 

nghting monsters in Nonh Wales); 

the ~ Rura.l Winter" [ilese[ for the Green Chapel. 



A literal adherence to the book might have required "frottn was les~ for the 
Green Chapel arca (or the nonexistent "frozen foresu

n 
option), but this tileset 

is limited to ice pits and variants on an "Evil Castle." T he Green C hapel, 
though described by Gawain alone point as similar to hell, is supposed to be 
integrated into nature, covered in moss and nestled in the caverns to fit with 
the character of the Green Knight as an immortal, evergreen nature spirit (as 
well as a possible embodiment of thc resurreCled C hrist andlor a disguiscd Sa­
tan). For th is purpose, The "rural winter" tileset allowed me to usc the "Raisel 
Lower" tool to elevaTe pans of the landscape into cl ifTs, creati ng an ominous, 
fro~n valley of death th rough which Gawain can voyage as if descending 
into the underworld. Four instances of the "Tu rf Hou~" t ile group facing 
in opposite directions, combined with carefully placed graves, shrines, and 
snowdrifts, crcate the ambiguous blend of natural and underworld imagery 
that allows players to experience the multiple possible meanings of the Green 
C hapel as they approach it. T he wintry valleys also provide an ob~tacle-rid­
den, maze-like environment that fo rces the player to find this Chapel through 
navigational trials rather than walking easily up on it. 

T he key improvement of the N~v(rUlintrr Nights 2 Too/Sf! in terms 
of level design is a vas tly detailed terrain editor that allows designers to use 
brushes to raise, lower, and smooth out terrain. This editor al lows fo r ex­
tremely nuanced control of the appearance of an area, which could be used to 
guide the player along certain pathways usi ng environmental cues or 10 place 
obstacles in his way that add challenge to gameplay. However, some of these 
features imply a degree of micromanagement that could become counterpro­
ductive; in other words, if you are 100 focused on setting the blade size of the 
grass in a particular area, you might forget the overall mood that a setting is 
supposed to evoke. 

Level Design Exercise. # I 

Usc the Au rora Toolset to design an environment based on [he description of 
the mym:rious castle of Hautdescn from Si, Gawain and tm G,un Knight. 
Keep in mind these guidelines. In this space, the player will be tempted by 
supernatural forces, so i[s ourward appearance should be inviting yet perhaps 
a bit sinister. T he castle is [he dwelling of the Green Knight in d isguise, so 
you might want to prominendy display the color green with all of its sym­
bolic associations. A[ [he same time, [his area should have an atmosphere of 
mystery and magic, conveyed through its elevation from (he rest of the land 
and its shimmering whi te architecture. Sadowski ofTers useful guidelines fo r 
creating a meaningful environ ment when he writes: 



(Tlhc S!ructtm is depicted as rising high above [he- valleys and marshes 
and i5 situared-as asd('$ usually art'--()n a hill (~abof a launde, on a 
lawe" (moundJ.~ 76';, alro 768, 788). 11$ mils shone ;I.nd shimmered 
from aFJ r (772) . as did [he chalk·while chimneys (789-90), and Ihe 
whole structure, for all irs archila:ronic splendor. looked like: p.apcrwork 
(~pared !cut) our of papure hit 5Cffil-tl,H 802). enhancing the- cffa:t of vi· 
sionary and dreamy cthereality. The dC'V~Il.J position and oonsequcmly 
Ihe S t~IUS of [he Q;sdc are cmphuiud later in rhe poem by irs name: 
KH3Urd~r{' (2445). a 'High Place' or 'Hcrmil;!.gc' . (153) 

6J 

Sadowski's analysis of the location of Hautd~n can be: implcmC'nrtd with 
,he improved landscapinglu:mtin roiling (eatures of the NWN2 Toolsct, es­
~cially [he ability to sha~ ma5S('S of land on which to plact' a castle nther 
than the restriction to modular tiles and limited capabilities to raise and lower 
land . Building the Green Chapel, a mossy, cavernous mound with a simul­
taneously verdant and infernal atmosphere, is possible with NWN2 in a way 
that it is not with the original Aurora Toolset. Try to make this environment 
as interactive as possible, 50 that there are many objecTS that can be examined, 
opened, and picked up. 

level Design Exercise If 2 

Design one of what Wayne Erickson (quoting C. S. Lewis) calls me "allegori­
cal cores" from Book One of Tht Fatnt Qlltrn, where meaning is coneen­
troned. ru the introduction to this work in the Norton Anthology suggests, 
"Houses, castles, and gardens are often places of education and challenge or 
of especially dense allegorical significance, as if they possess special, half-hid­
den keys to the meaning of the books in which they appearH (360). For ex­
ample, try creating thl" Housl" ofPtidl" from Book I, Canto IV, perhaps with a 
golden extl"rior surrounded by crumbling sand to suggest the outward appeal 
and precarious dangers of arrogance. Remember that it is not YOUI goa! to 
follow tvl"ry detail of me text exactly, but rather to create a space for players 
to interact with the ideas associated with a location. 

l evel Design Exercise If ) 

Construct mree quest "hubs· from which a quest·giver will assign tasks to me 
player and to which the player will return when each task is completed. Make 
each hub progressively furthe r away from the player's initial starting location. 
and use geographical indicators to suggest that the quests in each hub wil.1 b.: 
more significam and difficult [han the lasl. For o:ample, [he first hub mIght 
be a sma!1 village, while the s«ond might b.: a larger encampment. and the 

third might b.: a vast city. 

( 

. -
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le.vel Design Exercise. # 4 
Construct a short quest b~d on Edmund Spenser's Tht Fatrit QUttn, Book 
I, CantO Xl, in which the player as the Redcrosse Knight battles the Dragon. 
Book I is a classic quest narrative, as the introduction to this piece in the Nor­
ton Anthowgy suggests: HBook 1 is almost entirely self-contained; it ha.~ betn 
called a miniature epic in itself, centering on the adventures of one principal 
hero, Redcrosse, who at length achieves the quest he undertakes at Una's be­
hest: killing the dragon who has imprisoned her parents and thereby winning 
her as bride~ (361). T his quest is the Redcrosse Knight's attempt to gain the 
vinue of Holiness and overcome a beast representing his personal. political, 
and spiritual enemy. 

The first exercise in this project is to construct the sp:tce of the quest 
and to place the objects and creatures in it. The following items arc suggested 
but not required: 

• 
• 
• 

• 

one brazen tower in which Una's parents arc imprisoned: 
one large red and black dragon; 
one Well of Life that can restore the player's health as he 
battles the dragon: 
one Tree of Life (with healing apples) that springs up at a 
cenain point in the baltic, such as when the player has been 
wounded and his hit points dtop below 5. 

The Well of life could be represented as an actual well or a spring with 
a SHearn of crysralline water emerging from it, preferably with restorative 
powers, so that the player can run to it and use it as a power-up. You can 
accomplish this function by painting a trigger around [he pool and scripling 
a heal function that will be activated whenever the player enters the pool. 
Chapter 4 of this book, which deals exclusively with scripti ng, can help to 

design this ponion of the game, Both the Tree of Life and Well of life need 
to be designed carefully to produce engaging gameplay. In the narrative of 
Tht Faait Quttn, Redcrosse Knight discovers these healing locations or they 
appear to him in his moment of greatest distress, one on each of the three 
days that he is batding the dragon. They emblematize Christian salvation, 
which in Spenser's thought can redeem righteous souls by the grace of God 
when they least expect it. 

Note> 
I Other examples of dream worlds within games include the "nightmare mode" in 
the Edgar Allan Poc game T," Darlu'll E}t and the ·Shadow Out of lime" sequences 
in UU rI{CJhu/hu. 
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I James l':lul GtC argues that the negotiation of muhiple idemities K<jui~ by the 
relationship bc:cw~en the playn and his viritua.l repres.:ntat ion is one of the primary 
Klearning principles" inhnent in games. 

l The concept of games as a Ktraining ground: Kfe~nced thrtt times by Dtel.San. 
may also allude 10 one of the earliest historic;zlly inRutmia.l computer role-playing 
gamts enr itled WiVlrJry: {l,y" ,inl Grounds of tIN MmI OI".mrJ. 



The Characters of the Quest 
While it is tempting to jump directly from the spaces of the environment 
to the interactions that wi!! be scripted there, several intermediate steps be­
tween level design and scripting need ro b(' filled in. The firsr of these steps 
is the creation of NPCs, or "non-player characters. ~ This acronym refers ro 
any character in the game except for the player, ranging from the kings and 
princesses who give queSTS ro rhe multitude of~extras" who add to a sense of 
realism by having mundane conversations with the player. Designers must 
have environments in which to place NPCs before they can b(" painted, and it 
makes the most sense to have NPCs before assigning the objects that they will 
give and receive. Only when the spaces, NPCs, and objects are in place is it 
possible to attach scripts to any of them that will regulate gameplay, although 
this Row of scripts should be kept in mind from the beginning of the quest 
design when one is setting up journal stages. 

Propp's Dramatis Personae 

In terms of theoretical background, the critic of quest narratives most useful 
in constructing these characters is Vladimir Propp, though Joseph Campbell 
and Carl Jung also offer helpful suggestions for character models. Andrew 
Glassner cites Campbell and Vogler in his analysis of the characters in the Zel­
da games, and Jeannie Novak describes the archerypes of ~hero," "shadow, ~ 
"mentor," "allies," "guardian," "trickster," ~ herald," "protagonist" as inspira­
tions for character design (Novak 148-52). However, Fabk is one example 
of a game that suffered from relying tOO heavily upon archetypal struclUres of 
the hero's journey for its NPCs and avatar. Thus, the hero character whose 
identity the player assumes is automatically named ~Hero," and the hero's 
mentor is named "Mentor." Jack of Blades, the villain in this game, might 
as well be named "Villain," since his dialogue and appeaJ'3nce are a blatant 
composite of Darth Vader and other megalomanical, somewhat cartoonish 
villains from a variety of sources. 

Despite Fabk's moments of rich simulation and exciting gameplay 
(such as the boss battle with Jack of Blades), the role of its NPCs seems a bit 
Contrived and imitative, as when the "Mentor" mechanically gives the player 
"quest cards" with standard "heroic~ tasks. He also delivers voiced-over ad­
vice that sounds like Obi-Wan Kenobi 's instructions "to use the Force" but 
without any of the drama of this moment in Star WaN Episodt IY. The use 
of archetypes as models for characters can give a sense of mythic grandeur [Q 

games, but it is not enough by itself to create well-designed NPCs. How then 
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can a designer benefit from the archetypes and characters of literary narratives 
and literary criticism without falling into a pale imitation of these works that 
is also weak in gameplay? 

Propp's dramatis personae may actualty be more: useful than either 
Campbell's or Vogler's character models in that he posits a certain number 
of"funcrionsH that could be "distributed" among character rypes. In Propp's 
system, the characters are defined by what they do, not necessarily by their 
belonging [0 a set of psychological archerypes in the collective unconscious. 
Propp suggestS that a set of "dramatis personae" recur in all folk tales and 
are defined by the "functions" that they perform in the tale. such as giving 
the hero an item. While Propp's theory of narrative (pan of a broader set of 
methods for analyzing the strucrures of an called "Russian formalism") pre­
dates me invention of computer programming languages, he did strive for a 
scientific precision in his vocabulary that is derived from the same mathemat­
ics that influenced these languages. 

Despite ludologists' hostility toward Russian formalist narratology, 
Propp's "functional" approach fits remarkably well OntO the scripting lan­
guages of game construction sets, in which NPCs are not "characters" in the 
literary sense but rather objects that call functions. For the most part, games 
do not describe characters at great length, although cinematic cut-scenes may 
help to establish some depth of background or personality. Rather, NPCs 
exist almost solely to perform functions in relation to the player, assisting in 
the quest or providing challenges to completing it. 

Because of this emphasis on gameplay, every list of archetypes or func­
clons needs to become a set of actions that a character can perform, help the 
player to undertake, or obstruct the player from performing. Ultimately. 
these actions should be programmable in precise terms. In other words, de­
signers should consider each NPCs gameplay function, in both the Proppian 
~nse and the programming sense. Propp's dramatis personae include 

• "'11'" VI a.Jn ; 

• ~donor"; 

• "helper"; 
" . " • princess ; 

• "her father"; 

• Mdispatcher"; 

• "h " ero ; 

• "false hero" (84-86). 

The most essential NPCs in role-playing and adventure games are quest-giv­
ers, who correspond roughly to Propp's idea of a dispatcher. These characters 
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offer rasks to players and sometimes give information as to how to embark on 
these tasks (such as a target location on a map or the name of another NPC 
to talk to), Quest-givers also offer a reward when the quest is completed, after 
which they may propose a secondary quest, or the: next pan of the quest. Do­
nors and helpers carry over almost directly from Propp. except that their do­
nations and assistance bear directly upon gameplay. There: arc: also characters 
other than quest-givers who offer items and informacion that will help the: 
player, such as the location of a precious item or of a needed location, which 
often involves sending the player to another NPC. A donor will perform ell­

sc:nrially the: same actions of giving valuables in both a narrative: and a game:, 
though in a game: the items must provide a strategic advantage in combat. 
commerce. or navigation. 

Villains also transfer directly &om Propp. though the need for repeti­
tive action in a game's core mechanic suggests that there should be many 
minor villains as well as the centr.tl antagonist. Villains of any type stand 
between the player and his goal, prompting him to play strategically in order 
to overcome them. These characters need not be human and may include 
dragons. evil wizards. monsters of all sortS. and vagabonds. 

Thus, converting Propp's list into terms of gameplay, a ~villain" can 

• attack a player physically; 
• steal items from a player's inventory; 

• set traps for a player; 
• cast damaging spells on the player; 
• block c:he player's movement into a space that she needs to en­

ter to complete a quest. 

Enrountus and DialOf"t 

The unit of interaction with these NPCs is the "encounter, ~ which refers in 
tole-playing terms to any exchange that a PC and an NPC have, including 
talking, fighting, persuading, giving, or receiving. One. form of the enco~n­
ter is the conversation. which can rake place through dIalogue trees (forking 
branches of options for dialogue that players can speak along wic:h appropriate 
responses from NPCs) or c:hrough lists of available ~topics" for conversations. 
Because the focus of a game is play rather than passive reading, conversations 
should be kept short and focused on action, but they.can st~ll carry com~lo: 
instructions for meaningful gameplay. For example. 10 Ulmnll Iv. there .IS a 
very narrow range of conversational options available based on the constraJnts 
of programming in the mid 19805, so that players ca.n ask only one-word 

-
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commands such as "name: "job,~ and "health," YCt Garriott managed to 
develop a richly dcuiled network of quests without any complex journal sys~ 
tern, because: characters knew pieces of gossip that would ~nd players allover 
Britannia in search of items and other NPCs, who often directed players w 
yet more NPCs fo r further conversations. 

Quests arc dialogue and journal driven in their basic structure. Hence, 
the two "simple quest" tutorials in the NWN Lexicon arc essenrially tutorials 
in the dialogue editor and the journal editor. The tendency of these tutorials 
to focus on dialogue and journal entries at the expense of other elemenrs of 
quest design an be frustrating ;1.( fi rst in mat the many aspects of the quest 
(irs spaces, objects, actors, and challenges) are nor as well-i ntegrated as in me 
"quest window" of Tht EMtr Scrolls Construction Stt. A "plot wizard" of the 
Auton. Toolset does serve $Orne of these functions, yet it can constn.in the 
scripting of quest<; through its structure. 

Despite the apparent limitations of dialogue-driven questS, Daniel Er­
ickson has argued that well-written interactive dialogue is itself a form of 
game design because it can allow players ro make imeresring choices. Er­
ickson emphasizes the inten.ctive potential of dialogue in his GDC 2007 
presentation "A Craftsman's Guide ro Inten.ctive Dialogue." Erickson argues 
that all in-game dialogue should be in the service of imeractive fiction and 
hence should allow players ro shape this dialogue in ways that they could not 
in a novd or short Story. 

Erickson offers three main guidelines and scven.l smaller points for 
writing game dialogue, many of which can be applied specifical ly to quest de­
sign. Since quest<; arc d~ices for maintaining momentum within a game, the 
maxim of "keeping players in the moment" is especially important. Erickson's 
suggestion to "pace the amount of dialogue delivered at once" means that 
NPCs should speak only about twO semences at a time, and PC responses 
should be much shomr than those of NPCs. At the same, time in the case 
of quest dialogue, PCS should have more than just the opportunity to say 
~yes" or ~non to the quest (or, worse, only to say "yan

) . Erickson's other 
principles of -reinfo rcing the player's personal fiction" and "malcing choices 
maner" suggest that if quests arc delivered in the fo rm of branching dialogue. 
players ought to be allowed choices not only of talcing or refusing the quest, 
but of uking and refusing the quest for different reasons. The dialogue in 
NWN2. though not written by Bioware or EricLon's team, does a masterful 
job of allowing players to express varying degrees of nobility or wickedness 
in their motivations and a variety of attitudes toward law and order. These 
'"ponso: may mean the difference between being accepted into the town 
Watchmen or Moire's gang of thieves. or between receiving 500 gold versus 
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shifting one's alignment in the direction of lawful good for saving orphans 
without re<:ompense. 

When designers convert a narrative into a quest game, they often need 
to find ways to adapt complex character interaction, with nuanced dialogue 
and elaborate back stories, into a few conversational options that will quickly 
resuh in action. In some cases, characters who appear only briefly or do little 
in terms of action within a literary text may need to appear directly on stage, 
as it were. For example, the evil magician Clinschor rarely appears directly in 
the Grail stories, where he is instead mentioned indirectly as the inventor of 
the Marvelous Castle and its magical traps. In a quest game, however, players 
need to talk directly to Clinschor and perhaps fight him, since this NPC cre­
ates an opportunity for fun, spell-casting gameplay. In order to plan the role 
of NPCs in gameplay, designers should ask what information a given char­
acter will have about locations, items, and events that will figure imo various 
quests. This decision is not complex when there is only one quest involved, 
but assigning one quest per NPC will be rare in most role-playing games of 
any complexity. Consequently, writing dialogue may be a marcer of planning 
OUt a series of conversations that NPCs will have for each possible quest that 
they might offer, as well as seemingly random bits of gossip that may actually 
offer clues to given quests. 

NPC Creation and Dialogue Trees 
Vladimir Propp provides an excellent guide for character creation through his 
concept of recurrent functions in quest narratives performed by a rigorousJy 
categorized set of character types. Erickson suggests ways to enrich and com­
plicate these functions through interactive dialogue trees that offer players a 
rich array of choices in refusing or accepting quests. To put these theories 
into practice, designers can begin by creating NPCs using the creature wizard 
in the Aurora Toolset. 

NPC Creadon Tuwriol # ,: 8uildinr(horoccus Usinr the Creature Wizard 

I. 
2. 
3. 

Pull the "WizardsH menu to "Creature Wizard." 
Select "Race. n Click "Next. n 

Select class and level. Although you may not have thought of 
your NPCs as belonging to one of the predefined character 
types from Dllng~ons and Dragons. ~ou should consider what 
actions they might need to perform 10 the course o~ the qu~t. 
Will they cause a magical event to occur by conferrmg SpecIal 

--
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powers on the player? If so, they might need to be a high-level 
mage or cleric. Will they need to stand up to a fight with the 
player in order for the gameplay to be challenging? If so, they 
might need to be of a high level or to have particularly high 
auributes of suength and dexterity. 

4. Select the "Appearance" tab. Here, you can modify individual 
body pans of some humanoid creatures by mixing and malCh­
iog various heads and limbs from the drop-down menus. 

5. Click on the "Inventory" button below the NPC preview win­
dow to bring up an expandable list of items chat can be equipped 
as well as a visual representation of the various slots into which 
these items can be placed, such as the "Armor" siC[ and the 
"Cloak" slot. 

5criptinrTuwrio! # 2: Construcdnr fttth Quests Usinr me. Dia!orue. Wizard 

I. Right-click on an NPC and select "Properties" from the drop­
down menu. 

2. At the bottom of the NPC properties window, click the "edit" 
bunon next to "conversation ." 

3. As Bioware's programmer David Gaider explains, quest dia­
logue nodes need to be constructed with the node that will ap­
pear last ac the top of the screen. In sclening a dialogue node, 
the NWN engine searches the conditions attached ro each of 
these nodes ro see if each one fulfills the conditions required to 
run it. In programming terms, this means that the conditional . -statement returns true. 

In the early stages of the quest, the conditions attached to the final statement, 
as when the NPC rewards the PC for completing a task, will return false until 
the player progresses further. Therefore, the engine will cycle down through 
me rest of the nodes until it hits the first one that registers true. This pro­
gramming technique is called dialogue "fall-through" because the engine will 
"f:alJ through" each node that returns false until it reaches one that returns 
uue. If you need to change the order of your dialogue nodes, all you have 
m do is select the node by left-clicking and then dragging it m your desired 
location. Release the node in [he space berween the actual dialogue nodes, 
since if you drop it directly OntO the node, it will not "stick." 

4. In a basic fetch quest, only three nodes are needed, in the follow­
ing order: 
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• 
• 
• 

Thank you fo r rerrieving my lost item. 
Will you go on a quest to retrieve my lost item? 
Hello, I need your help. 

73 

For e~ch of these items, the player must be able to respond by 
choosmg from twO branches, either by accepting the quest or 
refusing it. 

• 

• 

For the lowest node, players should be able to listen to or 
ignore the NPC, request for help. 
For the second to lowest node, players should have the op­
portun ity to accept or refuse the quest. 

S. Make each of the NPC nodes by right-clicking the word "Root" 
and pulling the menu down to "Add." This will add a node to 

the root by openi ng a window for you to enter text that the 
Nrc will speak. To make sure rhat each node is spoken by 
the Nrc. reselect the "root" each time before you press "Add." 
AI; Daniel Erickson emphasizes, rhis dialogue should be 
"paced," with no more than two sentences at a time. 

6. To add possible PC responses, right-click on an NPC node 
{such as "Will you help men and select "Add." Each rime 
that you re:select the NPC node, you will add another pos­
sible PC response, creating branches of dialogue. By add­
ing NPC responses for each of these PC choices, you can cause 
the NPC's comments and requests to change according to the 
player's actions. 

Remember rhat these nodes are only the skeletal structure of quest dia­
logue. Fetch quest dialogue (and fetch queSts in general) is often parodied 
because designers approach it in a cliched and simplistic way. However, fetch 
quest dialogue does not have to be dull. The quest template is like any other 
form, whether the structure of a sonnet or symphony, whose sophistication 
depends upon the user. Because you will have to repeat the basic structure of 
the fetch quest many times in your module, you should try to construct varia­
tions on this dialogue that offer diff'ereOl options for taking and refusi ng and 
to phrase the NPCs invitation in a way appropriate to her circumstances. 

7. Once you have your skeletal dialogue structure:, you need to 

give the toolset a way to test whether [he player has actually 
completed the quest. You do this by swing and testing local 
variables that track the progress of the quest. For the first few 
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times, you can do this with the "Script Wizard" that works in 
conjunction with the wolset. bm eventually you will want w 
master the process of setting variables so that you can build 
your own specific scripts. 

The numbers used ro track quest progress are called "integers," and 
they are usually given a name starting with an "i." You should make 
your variable name unique and easily identifiable. since in complex 
modules you may have many variables that you need to identify. For 
example, in the Sir Gawain quest, you might name your variable 
"iGawainQuest." Following the example of Merriman's "Simple 
Quest" tuwrial, you could assign a variable of"lOO" to the moment 
when the player accepts the quest and "200" to the stage when he 
completes it. 

• To set a variable using a wizard, select the node that you 
want to appear only when the conditions have been ful­
filled. Then, select the "tOt appears when" tab in the low­
er right-hand corner of the screen. On the window that 
says "what conditions would you like w test for?" check 
the "Local Variable" box and dick "Next." 

• In the "what local variables have to be set" window, put the 
name of your integer (such as iGawainQuest) inw the win­
dow. and enter the value that you are testing for in the 
"Constant 1m" window. 

• Now dick the "Add" bmwn, which will cause a program­
ming expression w appear in the "Local expressions" box. 
Be sure w remember this step. since otherwise your integer 
will not be tested for. 

• Click "next" and eorer a name for your script. I usually 
we the initial of my name, a string identifYing my quest, 
and a number to suggest what stage of the quest the script 
is attached for. For example, the first script for testing a 
variable might be "jlh_gawain_OO 1." 

• Repeat the above steps to test for the quest's completion by 
attaching a script w the final line of dialogue that the NPC 
says when the PC has completed [he quest, such as 
"Thanks, but I don't have any tasks left for you right 
now. " 

8. The last and crucial step of scripting a quest is w test whether 
the player has fulfilled it, which can be done with a fetch quest 
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by monitoring wh~th~r th~ PC actually has th~ r~uired item 
in his inventory. You can do this by anaching a conditional 
script to the nod~ in which the NPC congratulates and r~ward.s 
the play~r for compl~ting th~ quesl. In th~ "what conditions 
would you l ik~ to check for" window, check th~ box that says 
"Inv~mory hem"; th~n fill in th~ tag ofth~ item that the play~r 
is looking for, such as "the shield of trurn." Th~n, dick th~ 
"Add" burton , n~xl . and give the script a unique name. 

9. To r~ward the player, select th~ nod~ in which the NPC con~ 
gratula[~s him and dick on [h~ "Actions Taken~ tab. You can 
check multiple rewards. including experi~nce, gold, and items, 
filling in the pal'2Cl'l~ters of each as you go. 

t 

.-.. 
l. ,. 



The Objects of the Quest 
One of the most cemral functions of NPCs in quest games is giving and tak­
ing valuable objects, as well as directing the player toward them. The search 
to locate or demoy valuable objects plays a central role in multiple qucu 
narra[ives, ranging from the Christian salvation emblematized in me Holy 
Grail sought by the Arthurian Knights to the One Ring that Frodo bears w 
Mount Doom. 

Appropriately, role-playing games abound in objects. which can be or­
ganized into "tiers" according to their relative functional and thematic im­
portance. 

• At the lowest tiers are minor and largely useless objects that 
give a sense of realism to a simulated world. such as yarn, cali­
pers, and carrots. In the Eldtr Scrolls Comtrncrion Srt. these 
objem are classified as "clutter," implying that they are placed 
into an area as a decorative afterthought and have liule impact 
on the quests that take place in these spaces. 

• A second, higher tier includes functional objects that help play­
ers to perform more effectively in the game, including weap­
ons, armor, and potions. These objecTS are often the rewards of 
quests or arc gathered as booty while raiding dungeons in the 
course of quests. 

• However, there is a third level of items that are often designat­
ed as "quest items" or ~plot items, ~ either within the in-game 
inventory or the construction set. One explanation for this 
special designation of quest item is that these objects play an 
essential role in the back smries behind a quest. Another is that 
these items often possess great magical power within the rules 
of the game. Yet these twO attributes would at best produce 
only a mediocre quest item: a + 10 Longsword with a compli­
cated story about how it was lost in an elven palace centuries 
ago. 

SymboliC Quest Items 
In contrast to such generic objects, quest items emblematize meaning in the 
way that they are integrated with gamep[ay. In Uirima /V, the Codr)." o/Ul­
rimatr Wisdom can only be gained through a mastery of all of the correspon­
dences in the game's virtue system, displayed in a comple:>.: ~un t' wit~in the 
book (see Figure 4. 1). This object encodes all of the games symbolIC cor-
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Figure 4.1 . Symbol from (h, Codex of Ultimate Wisdom. (Sec aim rhe b~ck cover.) 

respondences, representing geometrically and through color how the three 
principles (Truth, Love, and Courage) comhine to produce the eight virtues. 
For example, blue (the color of truth) directly produces the virtue of hon­
esty (a blue line) and combines with love (yellow) to generate justice (green). 
Rather rnan functioning as a static emblem whose meaning is didactically 
forced onto the reader, the symbol in the codex appears after players have 
retrieved eight colored stones from the bottom of eight dungeons and thereby 
interactively experienced the correspondences that the symbol encodes. Play­
en discover and produce the meaning of this emblem through their own 
achievements in quests as well as their own shortcomings in violating or los­
ing these vinues in gameplay. 

Similarly, the Tome of Eternal Darkness contains all of the runes in 
Etn7Uli Darknm (see Figure 4.2). The Tome holds the keys to the game's cos­
mology, but it also forms the game's interface, containing the magic system 
for combining runes into spells, inventory, journaL and maps. The Tome 
of Eternal Darkness is an object that characters in the game acquire in cut­
scenes, marking them as those chosen to fight the demonic Ancients and 
filling them in on the meaning of their battle. It is also an object that allows 
players to interact with the game. 

Both the Coda and the Tom~ are excellent quest items, but not all such 
objects must be books. All of the standard objects that fill this role-such as 
gems, pieces of armor, staffs, cloaks can carry meaning in similar ways. 

The quest items in a game should possess several if not aU of the fol~ 
lowing qualities: 

• symbolism; 

• function within gameplay; 
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• value in the game economy; 

• a distinaive ap~arance from other objects in the game world . 

Symbolism means that the item should suggest an idea or emotion that 
is connected in some way to the lore of the game world or the mythologies 
chat it draw~ upon, such as the andent Greek legends that inform the action 
RPG Titan Qum. When Sir Gawain and Panival go 0(( in quest of the Holy 
Grail, they seek it not JUSt for irs powers, even though these often include the 
ability 10 conjure up infinite amounts of delicious food or to heal a wounded 
king. Instead, they seek the Grail because it embodies sacrifice, holiness, and 
salvation. Indeed. this item is wonhy of being sought OUt beC2rUSC' of its rich 
lore, ranging from the rel igious reading in Th~ Qum for Ih~ Holy Grail that 
represents it as the CUp which caught Christ's blood at the crucifixion, to 
Wolfram von Eschenbach's account of it as a vessel where the ~neutra.l " angels 
hid during the war in heaven. 

While not all games need to have such an involved back Story surround­
ing their items. {he richest quest items that will keep players immersed in a 
game for hours at a time are those mat do have some symbolic associations. 
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Figu~ 4.>. Symbol ic objem in Ill" U1limd OJlIi,,~ inlcrfacf. 

These items should be sparse, iconic, and mysterious, like the ones found in 
fairy tales and romanas. For example, much of the action in Tht Eldrr Sero/Is 
III: Morrowind is morivarai by the player's search for the Slac and crescent 
that will prove him to be the: reincarnated hero called the Nettvar. All of the: 
prophecies mat th e: player collects as scrolls, books, and conversations con­
cern this ~mark of du:: Nerevar," and it is the desktop icon that emblematizes 
the: entire: game of Morrowind visually for players. Hence, me: mystery of this 
mark and the player's eventual discovery that he: is actually seeking a ring in 
the sha~ of a star and a crescent hdps 10 drive the quest. 

Similarly, Garriott also dc:vdoped iconic objects that correlate: with each 
of the: virtues (sec: Figure 4.3) displayed in the character creation sequence of 
Ulti11UJ Vand the interface of Ultima On/inr. 

Each answer to the questions about ethics in the characu:r generation 
proccss is associated with a vinue and a small [Wo-dimensional icon. includ­
ing a sword for valor. a chalice for honor. a heart for compassion. scales for 
jwticc. an open hand for honesty, an ankh for spirituality, a tear for sacrifice, 
and a shepherd's crook for humility. 

The Tattoos in PIQntsalpe: TormUlt. 

The role of symbolic objects in gameplay appears even more pervasivdy in 
the tatiOO system of Pianricapr: Tormrnt. a method of documenting quests 
and r~sla(ing these achieved narratives into gameplay advantages. In Pia­
MKa}": TormrnJ, a player's quests can become inscribed as symbolic glyphs 
that both leU the story of his chosen accomplishments and direc:dy impact 
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gamepJay. Justly and persuasively redeeming a fallen angel grants [he player 
access to [he "Tattoo of the Redeemer, H with bonuses to charisma and intd­
Iigence. These tattoos are especially rich features in rhar they respond to rhe 
player's choices in nuanced ways, reflecting his particular decision in resolving 
a quest with multiple options, such as the ~Tauoo of Sebastion's Fall," which 
becomes accessible only if the player decides to betray a quest-giver. The tat­
toos record the most minor side quest and the most monumental [ask alike. 
Match-making between two lonely young people earns a "Tattoo of Joining" 
that boosts {he player's charisma, while descending into hell brings him the 
"Tattoo of Avernus," bestowing resistance to fire and immunity to panic (see 
Figure 4.4) . 

Each tattoo has its own glyph designed especially for the game, resulting 
in a system of quest symbols specific to Plan'$cllp': Torm(lll, configured on 
the player character's body in response to the player's actions. There can be 
no better image of the reconfiguring of meanings within a quest system. 

The tanoos thar emblematize each side quest in Pianucilpr culminate in 
the "Symbol of Torment," (see Figure 4.5) . 

This complex sigil, one of many signs inscribed on the Nameless One's 
back, emblematizes the history and cosmology underlying the player chanc-
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ter's forgonen memories. Its meanings emerge as players uncover dements of 
this narrative in gameplay, acquiring a KBladc of the Immortal" in this shape 
and learning a devastatingly powerful spell called "Ru ne of Torment" that 
summons the design. As the Nameless One converses with an otherworldly 
tattoo anist, the four points of the design arc revealed to correlate with four 
parry members who have: adventured with the player character in the past and 
may have joined him again . uad artin C hris Campanella divulges (hat uthc 

Planescape univ(' fS(' is so StUPM. in myths 2nd symbology thin very shortly 
after starting on the project. we all slarted creating shapes [hac evoked me 
combination of threat and otherworldlincss that was this rea1m.~ Hence, 
the rwo halves of Ih< blade, one rusted and the other pure, emblematize the 
Nameless One's muggle with his own power-mad mortal ity, embodied in the 
Transcendent One and enacted in the game's final boss fight. These objects 
both function within gameplay and document the underlying meanings of 
the narrative background of thei r games, constituting what Campanella calls 
~visu.al baclutory. ~ 
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Propp and the Absent Object 

Quest items like the Rune of Torment drive players to uncover the symbolic 
resonances of a narrative through gameplay. making these items susceptible 
to study from the standpoint of both ludology and narrarology. In Morphol­
ogy ofth.: F{)lk,a/~, Vladimir Propp argues that [he search for an absent object 
to fulfill a lilck or desire is often the driving force in folktales thl! feature 
quests 04-35). Indeed, v:uious forms of object transfer operale JS recurrent 
functions in the folktales that he describes, such as a key function in which 
a "donor" gives the hero an item, often in the form of a "magical agent" 
(43-46). 

These functions can insp ire vlrious forms of gameplay involving 
the seeking and finding of objects. Propp summarizes their combina­
tions in one of his most complex diagrams, ind icating the many possi­
bilities for these events to occur in conjunction wi th other motifs. They 
include 

• "transference~: 

• ~ indication"; 

• •• • " preparanon ; 

• "sale"; 

• "find~; 

" " • appearance : 

• "swaJJowing~; 
" . " • seIZure; 

• "offer of service" (47) . 

In other words, a donor might give the item dirc:cdy to the hero, prepare it 
for him, or sell it to him. 

Similarly, Joseph Campbell (and his popularizer, Christopher Vogler) 
both refer ro the hero's "seizing" of an object, sometimes described symboli­
cally JS a magic sword or an "elixir" (245). In the many myths and slOries 
that these two critics examine, the object takes myriad forms Q[her than these 
two symbols, but Campbell and Vogler use the sword and the elixir to su~est 
the idea of an item that is either a powerful tool, like a sword, or a potlon 

of great reslOrative or protective power, like an elix~r. ~ i.n Pro~p, a w~ 
old man or mentor also often gives the hero a magICal Talisman .that WI ll 

help him on his journey. This talisman is perhaps best r~present~d .111 popu­
lar form when Obi-Wan Kenobi gives Luke Skywalker hiS fathers Ilghtsaber 

(Campbell 69-77). 
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Hitchcock and the McGuffin 

In addition to th~ theories of quest objttts advanced by Propp and Campbdl, 
(he idea of w object as the driving fo rce of a narrat ive also appears in more 
recent cinematic contexts. In Francois Truffaut's Hitchcock, the director him­
self explains that he used the term YMcG uffin" to refer to an object in a film 
that is unimponant in itself but that motivates the plot (138), For example. a 
Slolcn weapon might function as the McGuffin in a James Bond movie, even 
though little of the aClual film is dedicated to explaining the significance: of 
this item. Anothcr famous McGuffi n is the golden suitcase with unccnain 
but valuable contents in Quentin Tarcmine's Pulp Fiction. While Hitchcock's 
concept of dIe McGuffin downplays the significance of the object. more ex­
perimental and abstract cinema sometimes places the focus on objects them­
selves, which acquire symbolism that may exceed the interest of characters 
or plot. Such objects include the many strange and mynetious objects (such 
as blue keys, boxes, rings, and roses) that recur in the films of David Lynch. 
These films have a game-like atmosphere reminiscent of adven ture games like: 
Mysr and King's Qum, where the emphasis on object collection foregrounds 
these treasures and artifacts ovcr the unconsciously or delibcrately thin 
characters. 

Despite these similarities between game items and Proppian. Cam pbel­
lian. and cinematic uses of objects, narratological approaches to (he role of 
objects in games must be supplemented by a ludological analysis of their role 
in gameplay. Objects in games arc interesting primarily from the viewpoint 
of what the player can do with them. Hence, Propp's Catalog of events that 
CUl t"ake place involving object transfer in folkral es is most useful to designers 
as a reminder of the many different ways that these items could be used in 
gameplay. For example. player characters might engage in all of the following 
object transferences, corresponding to Propp's funct ions: 

• buy items from a merchant; 

• acquire money to buy possessions by selling other treasures; 

• fetch artifacts whose existence has been indicated by another 
NPC; 

• tr;Jode items; 
• discover treasures hidden in dungeons; 

• win 1001 from defeated monsters or enemies. 

Each of these activities can result in the acquisition of the object, but 
the a'ent of taking the object is often less important than the mategic ma­
ncuverings tbat lead up to its acquisition. which consritute inter.1cdve game-
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play: For ~xampl~, a large part of the action in World ofWarrmft and Nro­
nwm~(r Nlglm 2 IIlvolves bartering. In gameplay terms, uading consists of 
dragglOg [kms back and fonh in "merchant" windows to buy and sell them 
and ca!culating t~C' exchanges that will enable the player to buy the supplies 
that wll! allow hiS part}' ro survive, conquer enemies, and complete quests. 
Unlike a r~ader's spectarorship of a hero who acquires treasure. the strategic 
effort rC'qUlttd to ;main an objtcr in games give the player a sC'nse of pride 
in possessing th is item that results from its use value. The player becomes 
proud of and attached to the treasures he has amassed in the course of slay­
ing entmil'S precisdy because they allow him to destroy further enemies and 
overcome future obstacles. 

Object-Oriented Programming and the Lore of 
Quest Items 

Tbe use of objects as tools in gameplay mirrors rhe role of "ohjects" in pro­
gramming, as in the phrase "object-oriented programming." An "ohject" in 
programming terms refers to any collC'ction uf variables and functions thal 
can be called, in contrast to procC'dural programming, which runs sequC'ntial­
Iy through a scries of rule-based actions. An objcct, in programming terms. 
mayor may nOt have a counterpart in thC' simulated world of IhC' game. For 
example, a window displayed on the screen might be an objcct, composed 
of variables and constants that define its visible appearance and functiun. A 
treasure chC'st in a game might also be an object in thC' programming sense if 
it consists of functions that check what il contains and define how it should 
behave when opened. On the other hand, an "objeCt" displayed on the- screen 
in a game that rhe player cannot interact with, such as a dresser or a table, 
might not be defined as an "object" in the programming sense. Such objccrs 
would only be static backdrops, akin to rhe sers or scenery in a drama rather 
than irs props. 

Yet the utilitarian role of objects in gameplay and programming does 
not undermine their symbolic functions as vessels of meaning or their narra~ 
tive background as indicators of a larger back srory. Edward Wesp argued in 
his 2005 presentation at the Modern Language Association Convention that 
the drive to acquire objects in Ev"qutst chalJenges literary understandings 
of games because players do not seek to interpret these objects. He explains 
that players do not think about the treasures thar they acquire as critiques 
of consumerism in the same way that readers of Thl Gnat Gat$by might in~ 
terprer Garsby's possessions. While Wesp may be right about so~e ga~ers' 
anirudes, he ignores the reality mat designers often do create objects with a 
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narrative back story in the form o[ "lore, ~ which .:nhances fhe object's interest 
in gameplay and permits repJayings as this lore is more completely uncovered. 
As Kelly explains, the lore of a game consists of all the fictional information 
about its imaginary S(ning (69-71), Despite Aamrh's claim that MMOs 
like Eurrqum epitomiu: "pon-narrative" discourse, players of MMOs often 
describe: what Kelly calls the "lure of the lore

ft 

as the experience of shaping an 
ongoing novel by participating in its action (70--71). 

leI'(: can consist of the fictional world 's mythology, its history, its sci­
encl!' or p5('udosdence. and its politics. hems arc often wrapped up in the lore 
of the game, as rdlected in the "item description" tabs in games like Nrver­
wint(r Nightf 2. Many items in these games have paragraph-long descriptions 
detail ing the appearance and fun ction of these items and te lli ng the stories 
o f their invention. In MOffowinti, the early fe tch quest from D ius Coscades 
to recover a Dwemer puzzle-box leads to the player to investigate a smlnge 
dwarven civil iz.ation in which every SCnty cog. gear, and precious metal cup 
suggests a society whose mechanical abilities as craftsmen were its strength 
and its downfal l. Dwemer artifacts are also carefully balanced in the game's 
cconomic gameplay and the rules fo r transporting inventory items. since they 
arc both extremely valuable and very heavy. They can be sold for a great 
profit, but only if the problem of transporting rhem is solved through the 
usc of transportation or "lightness" spells. This balance of lore and gameplay 
challenge is characteristic of Morrowind, leading to its excellent reviews as a 
deep. rich role-playing game. 

Ludological and narrarological approaches can come togcthcr in quest 
itcms. especially those that afC split into multiplc parts that must be recovcrcd 
in successivc sidc quests or stages of the main qucst. Sometimes, thesc itcms 
form a wholc when reassembled, whilc at other times they constitutc a "set," 
such ali all the pieces of a magic staff or al l thc jewels of a certain number. Re­
assembling the parts of an artifact is a standard, recurring devicc in rolc-play­
ing and adventurc games, including the pieces of thc Knight of Diamond's 
armor in Wiwrdry II, thc cight ponions of thc Triforcc of Wisdom in Thr 
Ugrnd ofhlda, and the shards in Nrverwinur Nights 2. As the parts of thc 
disassembled item arc put back togethcr, so often is the narrative that under­
lies them. I 

In thc ca.se of detcctive narratives, these narrativc fragmcnts arc some­
times placccl physically within the text as "clues," which consist of minutc and 
onen mundane objects that will tell the Story of a murder when scrutinized 
and rcassembled like the pieces of a puzzlc.! Jenkins refers to stories that are 
[old using clues in thc form of objccts in the game wo rld ali "cmbedded nar­
ratives," though hc gives cxamples of clcmcnts of game spaces that players 
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observe rather than of ObjCClS that (h~ collm and use (126-27). Collected 
<juest items ,can often be wielded in the game to gain a substantial strategic 
advantage, smce the fragments of a staff or suit of armor can be activated indi­
vidually or reassembled to form a magic artifact of great power, which neces­
sitates ludologica1 analysis of their gamep!;lY. The principle of re~mbling a 
quest item that smuis physically for the narrative and meaning of a game is 
known as the "rod of many pans, M a principle of quest design that can help 
clesigneu to create exemplary artifactS. 

The Rod of M.!ny Parts 

Ken Rolston, long-time inventor of pen-and-pa~r RPGs and lead quest de­
signer of MO"DWind and Oblivion, has declared that "the greatest story is (he 
rod of eight pans. ~ Hal Barwood, who worked as a lead designer fOr Lu­
casAns and in his own company, often quO[(S Ro]non's maxim as a guide fo r 
conuructing storylines in games by associating a complete Story with a whole 
object and then breaking this object into pam, In Barwood's words, this 
process involves "corporealizing and then alOmizing~ the Story, that is, giving 
it a physical form and then splitting this form into pieces. This principle of 
quest design comes from many games that charge players with seeking OUt me 
pam of a magical rod or artifact that has been broken. In his lectures, Bar­
wood refers to Ihis principle as the "rod of eight pans. ~ me disagreement as 
to whether the rod has seven or eight pam has 10 do with varying sources for 
the fi rst appearance of this Structu ral principle. The exact number of pam is 
le$s important than the principle itsdf.) Barwood traces his underst'2nding of 
this principle to conversations with Rolston at a game design workshop mat 
they both attend. 

Barwood's modd is an excellent suuctural description of a design princi­
ple in many successful games. but it is important to note that this idea also has 
a historical lineage. The rod of many pans is heavily grounded in the history of 
RPGs, originating in a 1982 pen.and-paper module for Dungtons alld Dragons 
numbered OR?" and entitled "Dwarwn- QUNt for tht RJJti of&vm Pam. In 
this scenario, adventurers seck OUt the seven fragments of a magical st'2ff called 
the Rod of Law. Each of these s«rions has its own magical properties that 
combine when me StaH" is reuscmbled to provide the stren&,h to vanquish 
the Queen of Chaos. Each part of the Rod of Seven is named after one word 
of a Latin sentence. with each s('(;[ion reading respectively" Rwll. ~ "Corium, ~ 
M Fial," "Justitia." "&u, ~ "La," and" Ret." This phrase translates to "Though 
Chaos Reign, Ut Justice Be Done. Behold! Law Is King" (boxed SCt, inscrt). 

This completed sentence demons((lues how players can ,assemble not 
JUSt a magical artifact bUI also an idea, an invocation of law 10 me faa of 
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chaos and an expression of hope that one virtue might rule over anomer. 
Moreover, each word in this ~ntence is a part of gameplay, a magic "com­
mand WQfer that can cast a spdl. Players gradually become embroiled in the 
luge-scale conflict betwttn law and chaos without fully understanding the 
significan~ of the items that they:uc acquiring. Hence, the meaning of the 
quest is emergent, acquired through the complex manipulations requirro [0 

find all pacts of the staff. As the scenario book explains, "The quest for the 
fWd of~n Parts begins whC'n the player characters embark on a S(:arch for 
the first piece or when they fonuitously acquire it. It might be quite some 
time before me pcs comprehend exacdy what they've started," The com­
plex rules by which each part's magical powers function, either alone or in 
combination, and influence players' behavior to become more lawful require 
mal players engage actively with each portion of the rod and with the greater 
principle of law in order to progress in me game. 

The Mrod of scven parrs- principle carries forward from this 1982 mod­
ule through the early CRPGs. Thr Bard's Talr 1/: Thr Dminy Knight (1986) 
featuttd this principle, requiring players to locate and acquire the seven partS 
of the ~Destiny Wand- in order to slay the evil mage Lagoth Zanta. A similar 
activity carries forward through the location of the eight pieces of the Triforce 
of Wisdom in Tk Ugmd of hid4 (1986) and its many sequels. A simi­
lar principle oper2tes in the recovery of the "spiritual medallions" that mark 
"quest statuS" in TIlr Lrgmd of hlda: Thr Ocarina ofTimr, Hal Barwood's 
primary example. Indeed, the very series of games that Ken Rolston would 
later join, Thr EJJn Scrolls, featured this motif in irs first installment. Arrna 
(1994), in which the player's quest is to help the emperor escape by finding 
eight sections of the Staff of Chaos. Rolston's insistence that the "greatest 
story is the rod of eight parts" (instead of seven parts) may result from the 
association of the earl iest pen-and-paper appearance of this idea with irs first 
occurrena in the EJJn Scrolls franchise that he would later head. 

The centrality of the "rod of parts" quest in early CRPGs and its contin­
ued popularity suggests irs usefulness as a strategy fo r designers. In essence, 
designers should consider ways to motivate their quests by the acquisition of 
an object of great power, then break this art ifact into pieces and place them 
stratcgicaHy throughout their game world in ways that wiU prompt players to 
explore and overcome challenges. 

Conclusion 

Quest items mediate between the perspectives of narrative and gameplay, 
meaning and action, because they often are set apan from other ilems pre­
cisely by what cannfJl be done with them in the rules of the game. Checking 
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the ~Quesr Item" or "Plot !tern" checkbox in the Aurora Toobrlor Thr £/drr 
Scrolis ComtrurtiOfl Sf! causes an item to become indestructible because it 
cannot ~e discarded from the player's inventory, since to do 50 would be to 
StOP the progression of the game's story. Paradoxically, objects become queH 
items as a result ofbcing partially removed from gameplay and pulled inro the 
narrative underlying the game. At the same time, quest items allow players 
to pedorm actions that they could not otherwise accomplish. such as open­
ing an interdimensional portal or casting a spell to destroy the ultimate boss. 
Thus, a quest item operares in an in-between space of games, both bracketed 
outside of the action because it cannot be sold or given away by the player but 
also extremely powerful within crucial momencs of gameplay. 

With items like this in mind, the question arises as to how designers 
can create such objects. Designers with educational or litera ry aims should 
starr b)' consulting the books whose themes they are adapting, which often 
provide detailed descriptions of especially significant items. Designers can 
also scour dictionaries of symbols, tarot cards, heraldic coats of arms, and the 
books of psychologist Carl jung, with their illustrations from mythological 
and alchemical texts. Secret alphabets, including runes, ancient, and for­
eign languages can also evoke a sense of mystery and a drive to decode these 
secret symbols. The use of such a1phabelS in ) . R. R. Tolkien's books, the 
Ultima games, Eurna/ DarJmas, the upcoming 7Do Human, and councless 
other adventu~ games and RPGs should testify to the efficacy of these sym­
bols. These elements resonate with significance and give the game a sense. of 
mystery and fun-the same sense of encoded significance that made the Da 
Vinci Calk franchise so wildly popular. 

Designing Quest Items 
The easiest way to make quest items is to modify a blueprint for an existing 
item in the game system, adding enchantments and tweaking its appearance 
until it fies your design goals. The following tulori~s and e~ercis~ will teach 
you how to do this, along with more advanced obJecl creauon skills su~ as 
creating custom objeces in Gmax (a free version of 3tis Max, a professIOnal 
modeling tool), 

Object Credtion Tutorial #1: Building Quest Items 
with the Item Wizard 
While designers can modify the blueprint of an existing ilem, it is also pos­
sible to create items using the hem Wizard in the Aurora Toolsel. 
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1. Pull {he "Wizards" menu down to " h em Wizard," 

2 , Se\eCl h em Type, For example, I might want to create a key to 

open the chests with Gawain's armor in them, 

3, Selc<:t the palette that the item will appear under. This is a 
convenient way to locate items as you build, since they will be 
stored like the colors of paint on an art ist's palene on the right 
side of the screen, where they can be accessed and placed in rhe 
render window at any time, Carefully choose a palene to place 
your items in so that you can fi nd litem \ater, if i .~ often easiest 
to PUt the items you create in the "Special" section of the "Cus­
tomH palette, using an organizational scheme that distinguishes 
berweell the numbered sections, such as "Cu~tom !." Perhaps 
all of the items from the first area go in "Custom I ," and all 
those in the second area go in "Custom 2." 

4. Click "Finish." and check the box that says ~ Lau nch hem 
Propert ies." 

5, G ive your item a unique tag, ideally in all capitals, since this 
makes some scripts work bener (as noted by Celowin). Keep 
track of this tag, since it will be used to fefer 10 the item when 
you are scripting object-related fun crions, such as trans!c rring 
the object from an NPC TO a PC or causing it to disappear. 

Object Creation Exerc ise It I 

Design the magical girdle that the lady in Hautdesert gives to Sir Gawain . 
Keep in mind that there is significant scholarly debate over whether this girdle 
is actually magical at all, as well as arguments about what it suggests regarding 
Sir Gawain's imperfection. With these debates in mind , what magical prop­
erties should the girdle have? 

• Does it protect Gawain against bladed weapons, such as the 
Green Kn ight's axe? 

• Does it allow Gawain to regenerate health once per day, in 
keeping with the associations of the color green with ever~ 
green plants and the natural "resurreclion" of vegetarion each 
spring? 

• On the other hand, is it simply an enticing artifact wirn no 
magical benefils, or perhaps even with powerful hidden detri­
menrs (such as moving Gawain's alignment toward evil, weak­
ening his wisdom statistic, or making him more susceptible [0 

harm rather than less)? 
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Object Creation Exercise 112 

Cr~te two of t~e following items, wilh appropriate visual appearances and 
magIcal properties. 

• 
• 
• 
• 

Frodo's ring 
Excalibur 
The Redcrossc Knight's Shit"ld 
The Holy Grail (for tht, truly ambi tious designer only) 

Object Credtion Exercise II} 

DrJ.wing inspirution from the tales of the search for th~' Holy Guil. design 
and atr~ch :lppropriate scripts to the Bed of Marvels in the evil ~o rCl' rcr Clin­
schor's Castle, wh ich hurls rocks and crossbow I"H.lJf~ ~t whuevl'r .~ I eeps on 
it. This exercise requires some scripting abilities, which will be discussed 
in Chapter 5. For example, in the Aurora Toulset. the magic:11 dT<,r.:ts as­
sociated wilh the bed could be a userdehned evt·n! triggefl-d by "OnActi­
vate" or "OnDislurbed," since there is no standard animation for sk'Cping on 
bM" 

Importing Custom Items 

When educators and beginning designers start to consider the possibilities 
of adapting a videogame toolset to specific teXIS or educational applications. 
they of len ask whether il is possible to bring a painting or jm~ge from OUt­
side the game into the toolset. This is possible through the creation and 
importing of custom content. such as models produced in three-dimensional 
modeling programs like 3ds Max and Maya. Because these programs require 
a great deal of expeerise and work to effectively produce results, it is wise 
to check existing content produced by communities of madders hefore at­
tempring to make your own. For example, one hakpak produced by the 
modder "Loge" and available in rhe NrorrwinrrT Niglm Vau/r features a va­
riety of shields with hmldic devices. A similar hakpak or "holy symbols,~ 
produced by rhe modder Lisa, also contains many mystical symbol~, such as 
an ankh. several crosses. and a pentangle. Many such items have been col· 
lecred in a large Community Expansion Pack for the Aurora Toolsci. which 
can be downloaded and installed to bring a wealth of user-made items into 
NrorrwinuT Nights modules. Modders can follow these examples and then 
creatc unique irems rhrough the use of Photoshop manipulation and Ihrec­
dimensional animation software. 
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I . In the Aurora Toolset, a hakpak is a bundle of rdated files that 
the toolset can recognize as constituting one object. To use a 
hakpak in me game, find the folder named " Hak,"locau~d in 
the NWN folder. Drag the hakpak into this folder. 

2. Load your module. From the edit menu, select "module prop­
ertics~ and dick the "custom content~ tab. 

3. From the dropdown menu, select the names of the hakpaks 
that you would like to be accessible from this module. 

4. Click the "Add" button. 

5. Use the "Item" wiz.ard to create a new item, launch its proper­
ties. and then select the new "Appe2rance~ number that will 
use the hakpak you have innalled. For example. by inSlall­
ing the "Lisa's Holy Symbols" hakpak, I can incorporate a Staff 

with a golden pen tangle on the tOP that will suggest the one 
on Sir Gawain's shield . Other ~symbo l s" in this hak include a 
staff with an ankh (the "looped cross" that is the ancient Egyp­
tian symbol of eternal life) that would work well in an Egypt­
themed game or one inspired by the Ultima series. 

Modeling Custom Items 

C reating such objects often involves build ing them rather than us­
ing p~fabricated aniF.icts within a game itself, and custom content requires 
three-dimensional modeling skills. This is the usc of a software application 
to sculpt images, such as new weapons and creatures, in three dimensions. 
When working with role-playing construction $CU, the software applications 
mOst use:fuJ for this are Gmax (the free version of the professional modeling 
program 3ds Max) and Blender (an open-source program that is rapidly be­
coming popular in independent game development). 

For the purposes of this hook, Gmax is the most useful program be­
cause: it is highly compatible with the first version of the Aurora Toolset. This 
compatibil iry al lows models to be expon ed from the Aurora Toolset, modi­
fied in Gmax or used to produce guides for new items, and imported back 
into the Aurora Toolset. Gmax is no longer officially supported by Autodesk, 
the company that makes 3ds Max , but it can still be downloaded for free from 
hnp:llwww.turbosquid.com/gmax. Several individuals and independent 
devdopment tearns have made uti lit ies and scripts that enable importing. 
exporting. :wd modifying materials between the Aurora Toolsct and Gmax. 
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NWMax is a general purpose utility that grafts Onto Gmax itself. operating 
as a large anached program or ~plug-in" (http://nwmax.d.Iadventures.comf). 
~Iender T~~s. is a ~ore recem and popular open-source modeling (001, but 
H.S comp:l.tJb,llty with the Aurora Toolset is limited by the lack of reliable ex­
porter scripl$, except fo r a somewhat incomplete utility called Neverblender. 
(However, Blender is the beSt util ity for CUS(Offi come"llt in Tlu £id" S(n)1is 
Construction Sed 

Thrtt-dimensional modeling is an extremely complex subject to which 
many books are al ready devoted, but designers can acquire basic modeling 
skills to useful ends if they remember the principle of meaningful action as 
the basis of their design. These designs do not have w be the most polished 
or professional models. Rather, they need to be 

• symbolic: 
• useful in gameplay; 
• revealing of the game's underlying narrative. 

With these guidelines in mind, the best place to begin learning 
Gmax is the "Making a Sword" tuwrial available online from http://www. 
cs.ualberta.cal ~ games/299IJab/Ma:kingASword4.pdf, an exercise in modeling 
and skinning a sword and importi ng it into the Aurora Toolset. The most 
comprehensive resource on importing custom content in(O the Aurora Tool­
set is [he Custom Contrnt Guide, by E1igio Sacateca, a[ http://nwvaulr.ign. 
comNiew.php?view=Orher.Detail&id=99. A modder must have consider­
able expertise in basic modeling skills before she can import objects into the 
toolset, so it also makes sense to work through some of the tutorials that ac­
company Gmu before working extensively with the CuslOm Control Guitk. 

An object in the sense used by three-dimensional modelers is composed 
of dots, or vert ices, in space linked by lines to form geometrical shapes called 
polygons. These polygons usually consist of at least three dots but may con­
tain up to four or five in the current generation of toolsets. Each polygon is 
a filce of a three-dimensional solid, and modelers build objects by connecting 
faces to form a mesh, or network, of polygons over which they stretch a. Mskin" 
of two-dimensional images called a texture. To build such an object. model~ 
ers pull and push some faces out of the surfu:e to form cylinders, bumps, 
and other raised SpoTS. This process is ca.lled Mextrusion." Modelers also slice 
faces to divide them into contoured surfaces for modeling, and they bevel 
these surfaces 10 round them or create a slope. Using only th~se techniques. 
one could create a crude three-dimensional image, perhaps using a twO­
dimensional picture as a guide and then extruding its various lines to form 
faces. 

.-



As you do these exercises, imagine a simple geomeuical image that 
might become me object of me player's quest, such as a cross, rune, ankh, or 
pentangle. Perhaps one of mese abstract geometrical shapes is embossed on 
an artifact such as a rod, shield, or amulet. While it is technically possible 
to place such items under me "miscellaneous items~ category in the Aurora 
Toolset, where mey will appear as a generic gray bag with only a rwo-dimen­
sional "ponrait" to indicate their identity, they can become mote integrated 
into gameplay if they are modeled three-dimensionally whenever possible. 

Obtect Creation Exercise. # 4 

Design a symbolic object based on an artifact in a literary text or one of your 
own choosing. Try to incorporate an abstract geometric icon suggescive of an 
idea into this object. such as a sigil. glyph, or emblem similar to the [anoos 
in PIa'It'SCI1P~: Tormmr or the runes in Eurnal DIZ,kntsJ. To do this, make 
a three-dimensional object and retexture it by wrapping a fWo-dimensional 
image around it in order to customize its outward appearance. Possibilities 
include: 

• Design the Redcrosse Knight's shield. incorporating the red 
cross and white background whose multiple possible meanings 
have been analyzed by Frye. 

• Design Sir Gawain's shield with a golden pentangle, showing 
the interlacing of the five lines. 

• Design a sec of rune plates with an alphabet or array of sym­
bols of your choosing. such as Norse funes , alchemical or astro­
logical signs, Sanskrit mantras, or your own custom symbols. 
These platC:5, consisting of a plane attached to a model, can be 
"sed in puzz.les designed in Chapter 5. 

Sup /' Expor< rheModtl5 '" Gmax 

1. Download "Neverwinter Explorer," a program used to view aU 
the files that represent objects in the Aurora Toolset. http:// 
nwvaulr.ign.comMew.php?view_Other.Detail&id .. 248 

2. Navigate to "NWN Main Data." then "data\moddc01.bif." 
dlen "models." 

3. Select "ashto_041.mdl." This is the model file (abbreviated 
with me filename "mdl") for a tower shield. "Sh" stands for 
shield. "to" stands for tower, "04" is the model number. and 
"3" is the color of the model. Pull the "resources" menu on me 
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top toolbar down to Kexpon," select the folder that you want to 

export the file to, and press "save." 
4. Slarl up ~NWMax.. ~ in [he "NWMax" plug-in box at the left 

hand side of the screen, expand the ~Mdl Loading" rollout and 
browse to the folder where you exported the mdl file. Click 
"import" and wait for the model to compile. When it is vi&­
ible, press me "select by name" button and select the model 
"g....AShTo_04." This is the part of the model that represents 
the front plate of the shield, where you will be applying a ta­
ture with a symbol crucial to your quest. 

5ap 2: RtUxcure theObfra with a Bitmap 

1. Use a free trial version of Pholoshop or a free image editor 
like GIMP to construct a simple rwo-dimensional ifTl2ge. or 
bitmap, mat you would like to apply to the 3D model. This 
texture should be 128 pixels by 128 pixels in size and saved in 
"t&2" (TARGA) format. u shown in Figure 4.6. 

2. Select your 3D model in Gmax. In this case, make sure that you 
have selected "g.,fiSh To_04~ (the front plate of the shield). 

Fjgu~ 4.6. A ~d cross {tlItu~. 

.-
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Figure 4.7. remade texture. 

hgur~ 4.fl . Shield w;,h rcd e'O.> ftXfUre. 
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Figure 4.9. Shidd with remade u!xrUrC. 

3. Click the "Gmax Material Navigaror" at the right rop corner of 
the screen. 

4. Click the "Newn burton. Select "standatd" from the ~New 

Material" window that pops up. 

5. Click in the gray square next ro the "diffuse" box under "Blinn 
Basic Parameters." 

6. Select [he black square labeled ~Bitmap." 

7. Click "OK" and browse to the bitmap that you want to apply. 

8. Select the "show map in viewport
n 

bunon (a blue and white 

cube). 
9. Select your object, such as a plane, in the "Perspective

n 
view­

port. Click "Apply.n 

Step J: Export and Packore the Textured Files 

In order to view these models within the toolset, you will need to export 
them and package them as a "hakpak." In order for your shield to be im­
ported into the toolset without error messages, you will need three files in this 

h-kp-k. 
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Figurr 4. ]0. 1\ b~ckp~ck ,magt of the rrdcross shield. 

First, you need the model with your texture applied to if, saved with 
a model number and color number higher rhan any of the existing models 
in the WOlseL If the highest model number for a rower shidd is "04," your 
shield number should he MO)." I saved tht' pemade shield as M ashw_051" 
(a tower sh ield with model number five and color number one). Nex!' you 
must include the texture file itself, saved with a file name ending in "_ t«x" and 
with the extension "ega." I named my pemacle tenure file "gawainshield_ tex. 
tga." Finally. he sure to also include a "backpack image" that will represent 
the shield in the player's invcmory and in the process of buildi ng thc custom 
shield within [he toolset. This file must start with "j:' as in MiashlO_05I.tga." 
It should be a frontal outline of the shield shape, 64 pixels wide and 128 pix­
els tall (see Figure 4.10). These files mUST have exactly the correct names in 
order to be r~ognized by the toolset. 

When you have all three of these files assembled, you need to package 
them as a hakpak. 

5up 4' Maldnr a Hakpak 

1. Open the ~NeverwinterNightsH di rectory from your hard drive 
and then the folde r Mnwn." 

2. Open the utilities folder named ~Uti ls~ and starr up the NWN 
Hak Pak File Editor, named "Nwhak. " 

3. Give your hakpak a tide and description in the appropriate 
fields ; then drag all three of the files associated with the shield 
(mdl file, texture file, and backpack image) directly inlO the 
"Resource" window at the bonom of the ediror. 

4. Save your hakpak with a recognizable name, such as "sirga­
wa.inshield.hak. " 
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Notes 

5. Open rht" Aurora Toolset and add tht, hakpak. Go 10 Medil. M 
"module propenies," and select tht' Mc uslOm COnlt'llI" tab. Next. 
go to [hI: Madd ~ bUllon. pull tht' list ofbkpaks dowll to thl"" onl"" 
with your shid d in it. such :IS "sirgaw:tillShidd.hak," and prl""SS 
"dl" I' "Ok" , h "\'" I h a l. fI:55 ,anu [ en prl""S.'i t .. ~:1\ t 1l"" prompt t at 
warns of the dangl""fS of adding h:lkpab. and w:\i l for till"" mod. 
ule to "build," as it chl'cks for any i:H Ors or wnRicts with your 
work. 

G. Under "Wizards" at thl"" top of thl"" loolbar. Sdl'Cl "item" wizard 
;lIId select "l ower Shield" from Ihe list as "Item Type." Give 
the itt'lll a name. such as "Sir Gawain's Shidd," in the next 
window. 

7. SelCl" "Special" :md "Custom I " as th t' paltllc fo r this item. 

8, From the blueprints lOolba!, sl""lec t "PaiJ1l hellls"; [hen right­
dick you r shidd alld select "Edit. " Sdl""ctlhc "Appt""arancl""" tab 
and broW$l' thmugh rhe backpack inl:lgt""s that appear. Your 
new bKkpKk imagt"" should show up as tht"" last of th ... st"" images, 
with dl<': namt"" you gavt"" it in th ... h:lkpak, such a.~ "iashto_051," 
C lick this image, and a prtvit""w of your tcxtured Ihree-dimen­
sional shield modd should apptar, 

9, PaiJ1l [h is item anywhere in you r module, wherl"" it can now be 
equipped by any , haractl""r within thl"" game. 

I In narralologicallerms, ,his resembles the w~y thu the Russian forma/isIs ~uggestcd 
Ih~t the fabula (or (omp/etc sC(juence of C"VC'ntS in a story in chronological order) 
must onen be reas5embled out of the symt.het (fragmcntcd, p~rti~lIy non-chronologi_ 
cal ,ale with devices such as Aashb~cks ~nd fnrl:.lhadowing), 

l Thi5 metaphor for detective ~torics as a fragmented narr~!ivC' who!;C pieces mU5t bC' 
re-;l5.\embled like thc pans of a punle appcc:m in C'~rly critical esuys. 5uch :u R. "us­
fin Fr~man's kThe Art of the Detcctive Story." and is summed up by Heta Pyrhonen 
in her analysis of ,he formal struclUre of detective stori es ill Murdtr fm"' an A(adrm;( 
AlIg~ (Freeman 14, Pyrhonen 27). Henry Jenkins uses ,he detective story as the 
~dassic n:ample" of the reassembly of the complete "f~bul~" OUI of the fragmemcd 
~syuzhe ," (126). 

<. 
L . -



The Challenges of the Quest 

and Quest Systems 

The Chdllenges of the Quest 

In order to move through the initiatory spaces of the questS, players mwt 
overcome trials, and quests can be classified in pan by the' challenges that 
they provide and the: initiations that result from overcoming these obstacles. 
A typology of quem would also include fearu res such as the player's objective, 
the actions that she must undertake, and the quest's location. To construct a 
"grammar" of these quests like that proposed by Aarseth, one would also need 
to examine the ways in which plot-lines inspired by literary genres give: rise 
to quesl:S or develop out of them. Although quests are not synonymous with 
narratives, srory·lines offer an imponanr motivation for undertaki ng quests 
as well as a reward for completing them. 

Taking into accounr fearures ofborh action and narrative, online com­
munities of players have developed sem iformal classifications for quests, which 
have been furmer formalized in official ~str.ltegy guides. "I R. V. Kelly 2 offers 
a similar classification scheme of quest types in MMORPGs (30--34). These 
schemes can be strengthened through close analysis of questS in games like 
Oblivion. In Oblivion, there are "fetch quesrs,H "delivery qUe5ts,H "dungeon 
crawls," "escort quests," and "kill quests." These categories can be further 
divided into subcategories, combined with each other, and melded with nar­
rative back stories to produce a wide variety of possible quests. 

fad! Quescs 

In a fetch quest, a character must find a valuable, often magical object and 
return it to an NPC for a reward. While the term fetch quest is often used 
critically by gamers because this device sometimes seems cliched, the original 
"quest for the holy graW is itself a fetch quest. l Despite the familiarity of the 
form, the interest of such a quest depends upon the value and meaning of the 
object sought as well as on the challenges that must be surmounted to reach 
it. In Oblivion, the four middle questS in the main quest-line involve finding 
Azura's star, the armor of Tiber Septim, a great Welkynd Slone, and a great 
SigH stone and bringing them back to the Martin Septim. Fetch quests in 
Oblivion range from mundane but sometimes charming "collection quests," 
such as looking for rwelve scales from a rare breed ofSlaughterfish, to cosmic, 
such as the search for a Great Sigil Stone. The slain em~rot'$ heir uses this 
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ston~ to dose on~ gate to the hellish plme of Oblivion and open a doorway 
[Q the "paf2disc,~ where the final battle between good and evil takes plan· . A 
frequent variant on the fetch quest cou ld be referred to as the "delivery quest" 
(less formally known as the "fedex quest"), in which :1 player must carry an 
item from one character to another. 

Combat and Kif! Quests 

~Kill quests" or "assassination quests~ tequire the player to slay monsters o r 
hostile NPCs, either as an end in itself that remedies an injustice or as a 
means to an end , since the gaining of an item in a fetch quest often requires 
the defeat of many enemies. Kill questS involve extensive combat with mon­
sters, resulting in the intense violence that many opponents of video games 
criticize. However, this violence is no more intense, detailed, or gratuitous 
than that practiced by O dysseus as he engages in his "ki ll quest" to slay the 
Cyclops or the suitors. Examples of combat in chivalric romance could go on 
endlessly, sinc~ large pans of the action in these narratives involve ritualized 
jousting and swordplay betw«:n knights, not to mention the slaying of rov­
ing bC2Sts and dragons. Digital games put the responsibility for this vio lenc~ 

on the player, who must acquire the dexterity and persistence necessary to 
destroy his enemies as well as making choices about when and where to act 
violencly. 

As with all questS, the purpose and meaning of the violence determines 
th~ consequences of the player's actions. It is equally possible in Oblivion to 
murder random ciriz.ens or to destroy a demonic lord, but one action will put 
the player's avatar in jail while the other will result in a quest reward. Combat 
constitUles one of the key trials by which the meaningful conAicts of quest 
narratives arc manifested , as well as one of the most fruitful opportunities for 
narrative to be converted into action. 

Quesc games require players co acquire active skills at virtual combat 
rather than making them spectators to another character's violence. Players 
develop the ability to perform various types of attack, including both light, 
quick blows and heavy ~power attacks. ~ Depending upon the degree of ac­
tion in the game, combat might also entail complex "combo moves" involv­
ing the rapid pressing ofbuuons in specific combinations to execute a variety 
of subtly different blows and blocks. Players also master an arsenal of weap­
ons and defenses, whether medieval implements, such as swords and armor, 
or more modern weapons such as revolvers and Aame-throwers. In games 
like Oblivion and Undyi"g, players may also gain skills in magical combat, 
induding offensive and defensive spells, as well as healing mechanisms like 



5, Ch4lkngts 103 

the ~health packs~ common in first-person shooters and the healing potions 
of RPGs. In the most active and least meaningful form, combat challenges 
may entail assignments to slay a particular number of monsters and to bring 
back trophies, like pelts and horns, to a quest-giver. 

However, combat can more meaningfully occur as a means to an end, 
such as gaining access to a spatial area of a dungeon or level that is blocked 
by a fearsome creature. These monsters are the equivalent of the ~threshold 
guardians" that Joseph Campbell describes as obstacles to passage into any 
unfamiliar, dangerous, and supernatural region in which the hero's initiation 
occurs (77). In games, these monSters frequently appear guarding buried 
treasure in dungeons, like the undead Blade warriors who must be fought at 
the end of each level of Tiber Septim's shrine in Oblivion. Indeed, Erik Davis 
describes the "bosses" guarding the end of each level as ~faint echoes of the 
threshold-dwellers and Keepers of rhe Gates that shamans and Gnostics had 
to conquer in their mystic peregrinations of the other worlds ~ (244).J 

Combat challenges are often quite difficult, requiring an expenditure of 
time, energy, and mental activity far rivaling what is needed to follow along 
with the action in even the most dynamic and complex combar scene in a 
quest narrat ive. In addition to the quick reflexes often dismissively cited by 
critics of video games as their only benefit, virtual combat is a rest of resolve, 
mental focus, and strategy. The more that this violence is contexrualiud by 
the back StOry of a quest, the more meaning it can pOTentially accrue, so that 
the player of a game is mashing buttons and pushing joysticks in the name of 
large-scale personal, societal, and cosmic stakes. Frye saw this conflict as the 
heart of the quest, constituting the phase of"conflicr'" or ~agon" by which the 
heroic protagonist would overcome his monstrous, demonized antagonist, 
Thus, Frye declares that ~the central form of the quest-romance is the dragon­
killing theme exemplified in the stories ofSt. George and Perseus" (189). 

Frye sees this violence as a vehicle for an epic conflict between good and 
evil that gestures back to the apocalyptic mythologies from which it sprang. 
At the same time, he argues that the conflict in quest-romances tends to beab­
stract and "dialectical," relying on a stark contrast between positive and nega­
rive forces that he explicitly compares to The workings of a game. Frye writes: 

The characteriZ3don of romance fonows its g~neral dialectic slructure, 
which means that subtlety and complexity are nOI much favored. Char­
acters tend to be either for or against the quest. If they assisl il they are 
idealiud as simply gallant or pure; if Ihey obsrruC! it they are caricatured 
as simply villainous or cowudly. Henc~ ~ery chaT:lcter in TOma~ce I~nds 
TO have his moral opposite confronting him. like black and whlr~ pieces 

in a chess game. (195) 

--
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This epic struggle between good and evil is actually more a feature of Frye's 
and ofCampbdl's source materials than of Campbell himself, whose Nietzs­
chean rhetoric and attraction to Eastern mysticism leads him to represent the 
hero's trials as a subsuming of all opposites, including moral ones. Yet Frye 
could easily be describing the world of Fabft, in which the moral decisions 
advertised as me one of the key selling poims of the game tend [0 fall into 
black and white choices to protect the innocent or victimize them, result­
ing in the player either opposing the villainous Jack of Blades or becoming 
increasingly like him in his search for vengeance. Frye's analysis of combat 
in quests suggests that "kill quests," which could function as potential fodder 
for the accusation that video games are gratuitously violent, are in fact at the 
hean of epic and romance that lend inspiration to quest-games. 

Another rype of quest is the "escort quest," in which the player must 
guide an NPC from one location to another while protecting this character 
from enemies. In Oblivion one such quest involves bringing the slain em­
peror's heir, Martin Septim, from the besieged town of Kvatch to a refuge in 
Weynon Prior. A final quest rype, known as the "dungeon crawl," is classified 
by the location that the player-avatar moves through, since a "dungeon" refers 
to an underground labyrinth filled with monsters guarding treasure. The 
player must explore the passageways of this maze in order to find an item of 
value. an exit into another area, or a monster that must be dispatched. 

Dungeon crawls are often conjoined with kill quests and fetch quests, 
as when the player must slay five undead soldiers evenly distributed in five 
areas throughout the dungeon in order to recover the armor of Tiber Septim. 
Combat literalizes Campbell's "threshold guardians," making them not just 
fearsome mythological characters but obstacles to the completion of a plot 
who must be overcome by the exertion of effort that Aarseth calls "ergodic" 
(Cybmat 1). A reader of a quest narrative may be frightened by a dragon 
but will never have to slay him, and hence will confroO[ whatever narrative or 
allegorical evil he represents only on the conceptual level. A player of a quest 
game is forced to engage with a simulated representation of this enemy that 
fights back, delaying or potentially preventing altogether the completion of 
the quest. 

Quest S4stems 
The challenges of quest games are woven together into a network of rules, 
taSks, and storylines called a ~ques t system," which is managed technologi­
a lly by event-based programming, or "scripting." The most effective design­
ers of quest systems will be those who understand both the relationships of 
many plot strands in quest narratives and the construction of rule-based chal-
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lenges through scripting. While the quest functions as a Sltucture in Frye's 
and Campbell's formalist and archetypal criticism, it operates as ~ activity 
in digital games. The most sophisticalCd quest games complicate and enrich 
the quest concept in a number of ways. Designers of role-playing games have 
inuoduced clements of multiplicity by creating not JUSt a single quest, but 
a ~quest system," often consisting of a Mmain quc.nM that must be pc:rformed 
in order (0 progress satisfactorily in the game and Mside questSM thai can be 
optionally completed in various order to receive rewaros. 

In practice, this often means that deSigners extend the portion of 
Campbell's second "initiation" phase. caJled "the road of trials" (97-109). 
In mythology, heroes must often batcle monsters, seck out magical treasures, 
solve mysterious riddles, and complete other difficult tasks in order to prove 
their wonh and complete their overall goals. Since games require action in 
order (0 maintain the involved interest of the player, this portion of the hero's 
journey furnishes the mon material for game designers. Campbell argues 
that [he "monomyth" is flexible, since "the changes rung on the simple scale 
of the monomyth defy description" (246). He also explains thai these chang­
es can include particular focus on some clements of the journey, omission of 
others, or various other combinatorial forms of multiplying and joining these 
components (246). Whereas Campbell is writing about the variations among 
myths, games include many of these changes within a single work, making 
possible a wide variety of morphological variations that unfold as the player 
plays. 

Tht Ekkr Scrolls IV: Oblivion is one example of the simultaneous uniry 
and multiplicity possible in a sophisticated queSt system. Oblivion t:Utes full 
advantage of the increased graphical capabilities and memory capacity as­
SOCiated with high-end PCS and new consoles, such as the Xbox 360 and the 
Playstation 3. In many ways i( is [he culminarion of computer role-play­
ing games produced throughout the 19805 and 19905, including [he first 
thrc:c Eldtr Scrolls games. Because of (he power of the Xbox 360. the design­
ers of Oblivion were able to produce a game of unparalleled complexity and 
richness, taking place in a vast simulated world in which C'Very spatial and 
temporal detail has been crafted to allow for months of explot1uion. While 
thrcc-dimensional graphics and artificial intelligence have bc:cn advanci~g in 
games rapidly since the early 19905, ObN,,;rm raiSC$ the bar on these achlC'Ve:­
ments by producing a landscape in which every blade of grass, ripple on the 
water, and rare plant can be observed and interacted with. Yet all of these 
features arc secondary to (he primary engine that drives the game and makes 
it worth emulating as a model of well-constructed, creative design: its qUCSt 
system. 

--
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The "quest system" in Oblivion refers [0 the organization of al l the in­
[crrdated, goal-oriented activitil!S comprising the objectives of the game. The 
quests in Ohlivion consist of a "main quest n to resrore the rightful heir [0 the 
throne and dose the gates [0 the plane of Oblivion and many side quests, 
which arc short. episodic adventures that allow the player to perform tasks 
for minor nonplayer characurs, exploring the world ofTamriel and receiving 
rewards that aid in the main quest. The main quest of Oblivion is in many 
ways a hero's journey that begins when the player charaClC: r is called to adven­
ture by his fated meeting with the emperor. The cinematic tra iler to Oblivion 
concisc:ly proclaims its usc of the hero's journey, to the accompaniment of 
operatic chaming, symphonic music, and shots of the game's sweeping land­
scapes and banles. In fiery leuers, the 5ubticies appear. "In the shadow of evil 
I Fro m the ashes of an empire I A hero will rise. I The f,lIe of the world I resu 
in the hands of one." These brief sentences prophesy the narrative that will 
emerge from the main quest if it is successfully enacted and completed by the 
player. This narrative is then followed by a statement of Ihe quest in the im­
perative form: "Find him [i.e., the new heir to the assassinated emperor] and 
close shut the jaws of Oblivion," cementing a close relationship between the 
narrative of the hero's journey and the gameplay that emerges from it. 

Thus, in Oblivion the plOlyer character is called to adventure by the 
Emperor, who charges him with the taSk of bringing an amulet to Jauffre, the 
captain of the loyal legion of imperial bodyguards. Jauffre am as the player's 
mento.- or helper in the form of a "wise old man," giving him useful items 
and advice and charging him to break the siege of Kvatch by venturing into 
the supernatural world of the fim Oblivion gate. Aft:er dosing this gate, the 
player begins the "toad of trials" phase of initiation, starting with the "Path 
of Dawn" and proceeding through a series of descents into the underworld of 
Bleak Flau Caves, TIber Septim's shrine, and the Miscarand ruins. When he 
has gained the rewards from each of these trials in the form of magical items 
nuded to open a portal to Mankar Camoran's Paradise, the player faces his 
final ordeal in combat with the evil sorcerer. He then returns to the ordinary 
province of Cyrodil, where he must bring the ultimate boon of the amulet of 
kings to Martin. Finally, he witnesses the rfiurrection of evil in [he apoca­
lyptic, mythological confrontation of the demon Meh.-unes Dagon with the 
avatar of the benevolent god Akatosh . 

Main Qu(St.5 and Slot QUtsCS 

Like Oblillwn, many action-adventure games and single-player role-playing 
games feature a profusion of side quests and a "main ques( that revolves 
around a hero's quest and an apocalyptic battle betwttn good and evil. For 
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example, as Noah Wardrip-Fruin points out, the writers of the: recent RPG 
Fablt explain that their ambition was to create a game "driven by the 'dassic' 
hero's journey elements. "oj Hence:, the completed main quest of Fabk (and its 
expanded version, Fablt: Tht LoS! Chaptm) follows the pattern of th e: hero's 
journey even more closely, although the game's more playful visual aesthetic 
lacks the (fagie grandeur of Oblivion and makes the contents of this journt')' 
so abstrac:: that they resemble the fable suggested by the: ride. 

The player assumes [he identity of a character with the: blum name: of 
~Hero"-an everyman whose appearance: and moral standing change radi­
cally according to the choices of the player. The: "hero's guild" in Fabk uses 
the word "hero" to refer to any c:xrraordinarily powerful and skilled person 
who gains fame by accomplishing fantastic deeds, whether these actions are 
virtuous or infamous. This definition of a hero is on one level a departure 
from Campbell's theory, in which moral virtue is a prerequisite to the hero's 
humble self-sacrifice. However, Campbell also argues UJaI virrue is not the 
hero's ultimate aim, since he must eventually embody all the unified opposites 
of good and evil (44). Hence, Fablt's invitation for the player to become a 
benevolent or a wicked hero is partially inconsistem with CampbeU's pattern 
and partially supportive of it. 

However, in the overall form of [he completed quest, all of the stages 
of the hero's journey are clearly visible. As Noah Wardrip-Fruin explains 
in "Writing Fable, Part One," the writers of Fabk originally wrote it as a 
short story that they consciously constructed according to the Campbellian 
schema, after which they broke this story into individual quests and animated 
scenes. "Hero" is orphaned by bandits who ransack his home village, murder­
ing his farher and kidnapping his mother and sister. A mentor named Maze 
befriends him and brings him to the Hero's Guild, where the wise old Guild 
Master trains and equips him. After a few preliminary adventures, he sets out 
TO find rhe prophetic advice of a blind seeress in a bandit camp, barding the 
vagabonds along an abandoned "road of trials" and vanquishing Twinblade, 
the leader of rhe thieves. 

Hero then overcomes further trials by rescuing a kidnapped archeolo­
gist, destroying a white werewolf or "Balverine, H and gaining fame in the 
gladiatorial arena. He descends into the underworld of a haunted gr.aveyard 
and its subterranean dungeon in order to rescue his mother, only to find 
himself imprisoned in rhe "belly of the whale" when trapped by his nemesis, 
Jack of Blades. After a harrowing escape with his morher, he follows Jack of 
Blades to an isolared mountain region, combating him in a long chase scene 
mat culminates in a final battle in which Hero destroys his enemy. Fabk: Tht 
Lost Chaptt ff extends this main quest through a series of episodes surround-

-
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ing the return of Jack of Blades in the form of a dragon, fulfilling both the 
resurrection phase of the hero's journey (in which the evil tyrant reappears 
for a final battle with the hero) and the dragon-slaying motif central 10 Frye's 
definition of quest-romance. 

Despite the inAucnce of quest narratives on quest games, the pa([crn 
of the hero's journey only partially describes the quest systems of Ftlbt~ and 
Oblivion. In Oblillion, myriad side quests branch away from and inrerscn 
with the: main quest , and there are also many random activities that the player 
may undertake while exploring the world ofTamriel. At the same time, the 
side quests in Db/ilJion constitute an encyclopedic compendium of possible 
quest types that, taken together, resemble a vast, episodic story-cycle like 
1,001 Arabian Nights. While these quests are not solely narrat ives, their de­
signers show clear literary influences, since seve ral side quests have plot-lines 
and punning, allusive rides influenced by various narrmive genres. These side 
quests include detective invest igations of a stolen painting ("Canvassing the 
Castle"), Gothic tales of vampires ("A Brotherhood Berrayed" and "Azu ra"), 
and tales of political and economic intrigue ("Unfriend ly Competition"), as 
well as many stories drawing on motifs from folktales and mythology. T he 
side quests include all of the tasks offered by {he NPCs who inhabir the cit­
ies of Cyrodi l, as well as the "quest lines" of the Daedric quests, the Mage's 
Guild, the Fighter's Guild. the Arena, and the Dark Brotherhood. These 
quest lines involve the player in perpetual ac{ivi[}" so that the game does not 
become a static, linear narra tive. Ar the same time, the main quest keeps this 
action from becom ing random and meaningless, offering purposeful struc­
ture to a welter of possible activities. 

7he Quest Menu ill Oblivion 

Purposive action is builr inro the quest system of Oblivion. whose central 
component is a quest menu. In Ob/ivioll. this menu appears within the 
"maps" screen, which includes both a "world map" displaying al l locations 
in the game and a "local map" with the player's closest surroundings, such 
as the city or building thai he is currently exploring. The placemenr of the 
quest menu within the maps screen confirms Aarseth's idea that the avatar's 
movemenr through space is a key component of quests, but this movement is 
only one parr of quests. Players move through the world ofTamriel in order 
to complele particular objectives, which are listed under "active quests," "cur­
rent quests," and "completed quests." 

These categories are represented iconically at the bottom of the inter­
face as a chalice for active quests, a hand grasping a chalice for current quests, 
and three chalices Slacked triangularly for completed quests. The use of cups 
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(0 represent quests is a visual allusion to the quest for the Holy Grail, suggest~ 
ing a strong and commonly-held association beTWeen this qUesT narrarive and 
quests in games.b Moving over each of these icons brings up a screen with 
[CXt encries describing objectives in the quest, and new entries are added as 

the player progresses through a quest or as he undertakes new quest$. The 
text on these screens is a guide through the quests as well as a record of them. 
While players pertorm quests within the game's main interface. moving an 
avatar through a three-dimensional graphical space, players refer to the TWO­
dimensional, te:n-based Illap and quest menu in order to determine what 
their next move should be. 

'·Current" quests are all the questS available to a player at a given time 
because he has chosen ro accept them as a part of his goals. The player has 
the option ro accept a given quest or refuse it, usually with the opporrunity of 
accepting it at a later date by remming to the quest-giver after accomplishing 
other tasks. Because the world of Oblivion is teeming with NPCs with tasks to 
give, players usually have several quests pending at once, which could result in 
confusion about their current course of action. Hence, players can also move 
to another screen where rhey can choose at any given moment to make one 
quest the "active quest"-the task that a player has chosen co focus on. The 
active quest is a way of prioritizing a particular task, but this docs not me.an 
that players can forget all other tasks while working on the prioritized task.. 

Oblivion requires a form of multitasking in which the player n:mains 
aw.are of multiple goals even in the midst of a stressful challenge. A player 
may be working on many quests at once, storing them in his mind, since the 
exploration involved in pursuing one quest often turns up clues for another 
one. For example, a player might be searching underwater for a lost "ring 
of burden," precariously using a "buoyancy" spell [Q avoid drowning, and 
discover a "Nirnwood" roor. If one of the player's current quests, rhough nor 
active at this poim, was to find ten of rhese rare plants for an alchemist, he 
would need [Q quickly remember rhis goal and acquire [he Nirnwood root 
while underwater. The player considers all of the available activities on his 
agenda and chooses to actively focus on one of [hem. Upon completion of 
this activity, it then moves [Q the list of "completed quests," where me final 

entry in the Jist summarizes the quest. 
Players could choose their current and acrive questS on the basis of what 

is most important to them in terms of the overall storyline, the development 
of their character, or curiosity about an innovative feature of gameplay or plot­
thread. However, the main quest gains increasing urgency as the game pro­
gresses, onen escalating to an apocalyptic scale that eventually overshadows 
other goals. On the other hand, a player finds that it is often nc~$Sa.ry to 
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complete various side quests before she is powerful and skilled enough (both 
in her avatar or her real-world identity) ro complete the quest. Delaying the 
main quest for too long can increase its difficulty, since the power of enemies 
increases proportionally with the player's level in order co maintain challenge. 

It is also possible to explore the province of CyrodiJ for irs own sake, 
battling wandering bandits and monsters as well as venturing into mysterious 
locations, such as ruins and dungeons. This gameplay imitates the "knights 
errant" of Arthurian romance and Spenserian epic. who wander the forests 
of their kingdoms awaiting whatever unexpected adventure might arise. The 
designers of Oblivion make it clear from the imroductory paragraphs of the 
game manual that they intend players to be able to adopt varying degrees 
of structure in their gameplay, from strictly linear accomplishm~nt of the 
main quest to picaresque wandering and everything in between (2). How­
ever, wandering almosr inevitably pulls the player into quests even if he does 
not formally accept them, since dungeons contain monsters to be slain and 
rreasures to be recovered that fall imo a quest-line elsewhere. 

While the text in the quest menu is primarily a record of the quest 
and not the quest itself, players can nonetheless determine much abour the 
gtammar of quests, especially their tense and mood, through this teXL Each 
quest consim of multiple enuies, usually four or five in number, describing 
what has happened or what the player has done to lead up to the quest, then 
suggesting a next course of action. These entries tend to take place in the 
first person past perfect and the imperative, following a panern of~x has hap­
pened. I should or must go to y place and perform z action." For example, 
the quest entitled "Deliver the Amulet," teads ''I've arrived at Weynon Priory. 
Now I must take the Amulet of Kings to Jauffre." 

The first person point of view implies that the player, directing the ava­
tat, is performing the action and making notes about it addressed to himself. 
The past perfect tense suggests action in the past that is still occurring, while 
the imperative mood suggests the requirement or obligation to a task rhat 
must be completed in the future. Even the final entries of "completed" questS 
tend to end in the future imperative, because the fulfillment of one quest 
must give rise to others in order to keep the game moving. This unusual 
combination of person, mood, and tense rarely appears in narrative except 
in the diaries of ambitious people focused on theif short-term and long-term 
goals. Hence, the text in the quest menu may rake the form of diary entries, 
and the record of quests in many role-playing games (such as Nroerwinttr 
Nights) is recorded in a journal. 

An analysis of the quest text suggests that the process of questing is not 
merely the movement from performative to constative (i.e., action to story) 
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that T ronS(ad suggests. Rather, the actions that players ~rform in quC'Su are 
consrantly becoming narratives of past events that give rise to future actions, 
which in turn become narratives. Moreover. players shift their focus 10 par_ 
ticular threads in a network of imerconnected goals illld paths, moving back 
and forth berween tasks of gre:a ter and Ie:sse:r urge:ncy that in turn f:acilitate the: 
accomplishment of other quC'Sts. 

This temporal dimension of quests is funher complicated by the goal­
directed movement through space. Goal-oriemed activiry provides direction 
and orientation in both rhe metaphorical and the spatial sense, because the 
selection of a particular quest as active causes quat t.argets 10 appear on both 
the local and world map. These: targets arc arrows, colored red or gccen ac­
cording to the degree of urgency and the nature of the target, ,hat direct the 
player to the location of her ne:X( objmive. The local maps show only tefTi­
tory thar the player has already explored, so that within a maze she often s«s 
several f.l.milia r corridors. a quest target arrow off in the distance, and a vast 
blank space of unexplored territOry. This spatial ccprcsemarion also re:Rects 
the gap of the unknown that is necessary to maimain imere:sr in the quat, as 
the player constantly keeps a long-te:rm goal in mind and seeks to discover the 
interme:diary steps necessary to reach this goal. 

This uncenainry is similar to a reader's daire to know whu happens 
next in a narra tive but more imme:rsive and intense. A reader may relax in the 
assurance that the questing character will progrC'Ss (or fiil) in his journey re­
gardless of the reader's actions, whose only challenge is to follow the thread of 
the narrative or imerpret its meaning. In the case of a qual game, the eve:ms 
of the story will not occur and me goal will not be accomplished unless the 
player e:xerts effon, often involving inte:nse:: cognition and sometimes physical 
tension and StrC'SS.' 

AI the same lime, completing a quest also results in a more inre~ 
sensation of satisf2ction re:sulting from an accomplishme:m achieved by skill. 
In many cases, the reward for this accomplishment is the: production of narra­
tive, as players look back over [he e:vents that they have brought about or the 
mysteries that they have uncovered. Nevertheless, this narrative is only half 
of the equation, and the other half is not simply ~ intencrivity" in the form of 
random changes that the playtr can create in the Story. Rather, the pl~~r:$ 
pursuit of a definite goal with emotiona.l, thematic, and ~rsonal meanmg IS 

key to the experience of questing. 

Scripting Quest Systems 
Once a designer has mastered the: craft of scripting indi~duaJ qu~ts and of 
transforming literary narratives into quests. the next step IS to consldef ~t-
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ing networks o f interrelated quests thai take advantage of [he quest systems 
built into game construction sets like Oblivion. T he Story of the quest fo r the 
H oly G~il is focused around a single fetch-quest fo r an invaluable artifact, 
but it involves hundreds of interwoven subplots (hat fo rm ;l "story-cycle. ~ 
There are also many versions of this cycle, such as Wolfram von Eschenbach's 
Parzival the anonymous Thr Qum of rhr Holy Grail that is part of a larger 
cycle of tales about Lancelot, and the unfinished Grail romance of Chretien 
de Troyes. This cycle grows evcn more complex if one includes its contem­
porary adaptations. such as Richard Wagner's opera Parzivn/ or Dan Brown's 
popular novel Thr Da Vinci Cod,. 

In these cycles. many strands of narrative weave: in and o ut of each 
o ther. in a device that narratologists call ~ interl acing." As W illiam Kibler ar­
gues in his preface 10 Chretien de Troyes' Arthllriall Roma"us. "The knights­
errant who indefatigably make their way th rough a forest-that ancient 
symbol of uncertain fat~are apt to abandon at any time one quest for the 
sake of another, only to be sidetracked again a momelll lacer; and when such 
things happen they behave as though their apparent vagaries were parI of an 
accepted mode of living. requiring no apology or explanation" (69). This 
description of interlacing is also remarkably similar 10 the underlying pro­
gramming principles of the quest system in Obliv;o1/. of which Tom Dawson 
writes, "One of the greatcst features of the game is the faCt that it does not 
progress you automatically to the next stage in a quest. You can now rush off 
to the Kings Arms 10 find out about the house or, you can go off and save the 
world, or kill a few innocent civilians. It 's your call," Dawson's point is thai 
a qucst "bump" in the Obl;v;(JII system o nly updates the player's journal with 
a suggested plan of action but does not require her 10 complete {he quest. 
She can instead take up another quest and complete it to any degree, or begin 
several other questS sim ultaneously. shuttling back and fonh between them 
like threads in a tapestry. 

For example, one quest line might involve the challenges and events 
surrounding Parzival 's quest fo r the grail in Wolfram von Eschenbach's Par­
%ival Pan.ival challenges the Red Knight and takes his armor, steals a ring 
and a kiss from a nearby maiden, encounters Anfonas (the Fisher King), 
witnesses the ritual of the grail but fai ls to ask the crueial question about 
the Fisher King's suffering, wanders for many years in the forcst , does pen­
ance with a hermit, and eventually witnesses the grail and asks the question. 
Interlaced with this plot is the subplot of Sir Gawain's adventures, including 
the narrative equivalent of a side quest. in which the hideously ugly creature 
Cundrie challenges any knight ro the adventure of the Castle of Marvels. 
While spending the night in this castle, such a knight must overcome a lion 
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as well as a magical bed Ihat throws crossbow boils and rocks. Thr QUNI of 
tht Holy Grail imroduc~s even more subplots that might also function as side 
questS, following each of the knights through ,heir 3dvemures thai culminate 
in Lancelol's acquisition of the Grail. 

The key 10 transform ing th($(' narrative strands into a quest system is 
to I'«ogniu that players ffi:ay (')(pt'rience them in a variety of orden. perhaps 
delaying the main Grail quesl of Parziv:li in favor of the Castle of Marvds. 
Moreover. diRt-rent players might respond differently to various challenges. 
perhaps asking the question about the Fisher King immcdi:lIdy or failing to 
overcome the challenge of Bcd of Marvels bec:au~ of iu difficulty. To keep 
the big pictu~ of Ihis quest sySlcm in mind, the designer should ask hel"$Clf: 
whar meanings arc at stake in these events, and how can they bestix enacted 
through gaml·p[;,.y ~ 

Thl· answers to these qut'Stions will vary from designer to designer, 
just as interpretations of the texts vary from reader to reader. For example, 
Pan.ival's dilemma might involve conflictS berwccn his instinclive compas­
sion and his distrust ofil in favor of a predefined cooe of honor thaI requires 
him to nO( ask impeninelH qut'Stions of his ciders. Similarly, in Sir GaWilin 
a"d tlu Grtm Kllight, the Beheading Game has at stake Gawai n's muggles 
10 maintain his honor in the face of his own temptations and repul:ltion as 
a seducer, while not betraying his loyalty 10 Sir Bertitac or his COUrtesy 10 

Sir Bertilac's wife. As Sadowski explains, Sir Gawain must chan a middle 
strategy of temperance berween the various knightly virtues to which he is 
commiued ( 172, 176). This strategic maneuvering resembles the ways [hat 
a player of the Ultima games must try to gain points in compassion (by not 
killing hnon_cvil" creatures) while keeping points in the conflicting vinues of 
justice and valor (by never backing down from a fight). 

In order to allow players to enact some of these themes, the key in work­
ing OUt a quest system in response to a literary ttxt is to plan the strands of 
various quest lines so that players will bring about some of the cvents of the 
text, though not necessarily in the same order or with the same outcomes. 
Designers may need to fill in many of the gaps in the text that arc not suf­
ficiently explicit. and they should think of the various activities that a player 
will need to perform to fulfill an event. In other words. what itenu might the 
player need to hfetch," what locations might he need to discover, and what 
enemies might he need to combat~ Filling in these gaps is not a violatio~ of a 
literary text, but a way of opening it up. However, the gaps that the des~gner 
OlUS[ fill in arc nOt JUSt absent details of seuing or cha~ct~r. ~ut details of 
action expressed through gameplay, such as what GaW<lln did III the year of 
wandering that the poet summarily glosses over. 
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For example. in Panival, the leading character finds Anfom.s, the Fish· 
er-king, and is directed by him [0 the castle of Munrunesche. where he 
sees Ihe ritual of the grail and is given a sword. For this ~r of events 10 be a 
quest, the player should have 10 work to bring them aboul through gamcplay, 
which should expand upon the themes implicitly at play within the text. For 
example. the player might need to fetch an item for Anforras (0 prove his 
valor bc=forc being admined to Munsalvaesche. Given thaI Anfonas is king 
of the Waste Land, an empry desert , the player should have to travel across 
vast expanses of space akin to the areas ncar the Red Mountain in Morrowind. 
There, he might fight various zombies and demonic crearures who have fallen 
under the spell of the Waste Land. Perhaps he must slay several of these for 
Anfonas. or bring Anfonas a vial of healing ointmenc (or a fishing pole) that 
will temporarily ease his pain. 

If a designer wanted to work the overriding mythic symbolism of the 
Grail quest into the Story. ~rhaps the player mighl recover a "golden bough" 
from a grove of trees guarded by a druid (as part of an ancient fertility ritual 
that some scholars believe to be at the root of the Waste Land Story). 1..0-
aling the grail castle itself should be a snuggle, involving careful strategic 
mwagement of weapons and healing potions to pass through the treacherous 
level of the Waste Land. Only after the player has sueces.sfully overcome these 
challenges will he (((;cive [he sword that Anfortas gives Parzival immediately 
in the narrative of ParzltJaJ. The player will have experienced firsthwd the 
trials of a Iwd that has lost its fertility and spiritual ity. and the sword that he 
gains will nmction les.s as a prop and more as a tool in gameplay rna( he has 
gained through achievement. 

Scripting Reader Response 

The theoretical goal of chis extension through scripting is to render a meta­
phorical. interpretative interactivity as configurative and strategic. The de­
signer must locate junctures of a story that have implicit interpretative inter­
activity and then set up challenges that allow players to play strategically in 
order 10 reach goals thal are motivated by their own values. The challenge of 
such programming is that design d((;isions must be extremely precise to func­
cion within a game. while interpretative interactivity is inherently imprecise. 
~fuzzy." and uncertain. As Rollings and Adams explain in Fundammtals of 
Gamt DtJign, the djfference berween a "game idea" and a "design decision" is 
the djfference betwcc:n Mdragons should protect their eggs" and an exact set 
of parameters for how dose dragons will stay to their neStS and under what 
circumstances (62). Hence. the challenge of a designer seeking to make in-



ttrpretative interactiviry into stratq;ic interactiviry is to render a conceptual 
ambiguiry as a precise duster of variabl~. 

In terms of completing the final level d~ign exercise from Chapter I 
based on Book I of Thr Fl1rrir Qurrn. the ambiguity regarding the saving 
powers of holiness needs 10 become concrete in the player's strategic usc of at­
mor, the healing pool. and the appl~ from the tree oflife. One source of am­
biguity of the allegory comes from the difficulti~ of the armor of faith. which 
both protects RedcroSSC' Knight from the fires of the dl'llgon and imprisons 
him in pain as the dragon's breath heats [he armor. This armor is allegori­
cally derived from a metaphor about girding oneself with Christian virtues in 
the biblical hook of Eph~ians. Spenser implies mat virtue is both an asset 
and a liability. trapping the knight in the difficulties of a battle with evil even 
while it protects him with the las t-minute salV2tion of the cooling well of 
Ijfe. 

In lerms of gameplay, these problems would need 10 be scripted as 
properties of the armor, spring, and apples. Donning the armor might grant 
the player a +10 AC bonus against creatures of evil alignment bUl inflict +5 
damage per second of exposure to fiery dl'llgon's breath. The player's attitude 
toward the protective powers of holiness then becomes a mategic decision 
whether to wear the armor. Similarly, the appl~ and spring are power-ups 
that heal the player by 5 hit points per apple and 20 hit points for each 
time he enters the spring of life. However, the spring only functions when 
the player is near death because he has less man 10 hit points left, and the 
power-ups only work if the player has both donned the armor of holiness and 
refused evil magical items offered by the wicked magician . The player would 
then nnd himself immersed in a set of smllcgic confliCts with both gamcplay 
consequences and moral implications about the benefits and detriments of 
holiness. 

There are many moments in quest narrativ~ that are quite ambiguous, 
in which readers do change the h~x t through meit imaginative activity. We 
tend to associate these moments with POSt modern tCXts, such as Pynchon's 
Thr Crying of Lor 49 or Vladimir Nabokov's Poir Firt, which openly advenise 
meir game-like qualities through multiple possible endings and paths through 
me text. However, older quest narl'lltiv~ can be just as inlel'llctive in a figura­
tive sense, as when Gawain is faced with the opportunity to take a magic:a! 
girdle (or beld that may protect him from the axe blow thai he must recti,:, 
but at the price of his honor. There is great scholarly de~ate .over whel~er dtis 
gi rdle is actually magical or not, r~ulting in many pos~able IOlerp~tanon~ of 
Gawain's taking of the girdle and even more speculauons as to (he ~hysacal 
and motal consequenc~ that might have ensued had he not raken Lt. The 
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interpretative ambiguity of this plot evem hal to do with whether accepting 
mil girdle, a love-token from the lady. is 

• an act of cowardly betrayal of Sir Gawain's duty to his host; 

• an understandable human fault reflecting Gawain's desire (0 

protect himsdf from doth; 
• a positive. life-affirming act of love and nature thai 

- Gawain misunderstands as a fault 

- but that the Green Knight sees as a token of allegiance with 
natural cycles of death and redemption. 

Gawain views 2ccepting the girdle rather than giving it to his host as an 
act of cowardice, an interpretation that is backed up by the single nick that 
the Green Knight gives him on the neck to symbolize this minor imperfec­
tion. In this reading. the girdle is nor magical but only claimed to be so by 
Sir Benilac's wife as a ru~ to tempt Gawain. However, another reading could 
be supported by much of the text: the girdle is magical, and Gawain receives 
only a nick on his neck because the Green Knight cannot inAict any Ii.mher 
harm. In this case, the acceptance of the girdle might actually be a wise and 
perhaps evcn salvational act symbolizing Gawain's love: for life. Another p0s­
sible interpretation of Gawain's choice is that he wants to honor and show 
allegiance to the lady who offered this token to him in the ritual of courtly 
love. In this reading, the tendency of King Arthur's court to laugh off or 
even celcbflw:: Gawain's imperfection by wearing similar garters as a badge of 
honor might actually be a spiritually or socially correct response rather than 
a sign of moral laxity. 

These alternate inu:rpretations and their accompanying plot ramifica­
tions cannot be experienced by readers within the lines of the text of Gawain, 
but such interpretative possibilities can be read between the lines, filling in 
the gaps of the Story imaginatively (in accordance with reader response theo­
ries of reading, such as those advocated by Wolfgang Iser). However, .script­
ing these alternate events within a game can make them actual, in accordance 
with the rules of the game engine rather than in the rigid and difficuh to 
program "choose your own adventure" format of branching paths. 

This is the ultimate goal of quest design: to make actual the metaphori­
cal imeractivity of a quest narrative: without sacrificing readers' abilities to 
pursue goals [hat arc intimately tied in with their own values as evoked by the 
imagined world of the text. The purpose of scripting in quests is to establish 
a specific form ofinteracrivity in which players must overcome challenges in 
order to cause a narrative ro unfold. Failure to overcome these challenges will 
resul t either in a Jack of progress in the quest or in a negative outcome, such 
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as bodily injury or death. The two forms of challenge, combat and cognition, 
described in the previous theoretical section, can be brought about through a 
combination of individualized scripts and various wizards and palenes associ~ 
ated with placeables, NPCs, triggers, and encounters. 

Scripting 

Scripting and Quest S~5tem5 

The success of quest design will depend largely on the tools available for 
scripting and their integration with other design tools. In other words, pro­
ductive quest design is gready facilitated by a quest system, which pr~nts 
designers and students from having to implement the mechanics of a quest 
from scratch. It is theoretically possible to program one's own game engine 
from the bottom up, using low-level programming languages that compile 
directly into machine language, such as Ct+. However, this approach is 0:­

tremely time-consuming, especially from the viewpoint of a humanities edu­
cator or a student with only a semester to complete a project. 

Instead, many designers already use ~scripting~ languages associated 
with a particular game engine. As designers know, scripting does not refer 
primarily to lines of dialogue, as in the script of a movie or play (although 
scripting can control the dialogue of NPCs). Rather, scripting is a "high­
level" programming language, far removed from the Os and Is of machine 
language. Because the game engine acts as a translator be~n scripting and 
machine language, scripting languages are much closer to everyday human 
writing in syntax and vocabulary. 

The principles of scripting and their relationship to quest design remain 
the same across game engines. Scripting requires designers to think of a quest 
not as a single whole or as a story that is told by one narrator to a passive 
listener. Rather, designers must consider the ways that a quest can be ac­
complished and brought into being through the interactions of a player with 
landscapes, objects, and other NPCs. Scripting requires designers to think 
of events in terms of the conditions under which they might occur and their 
effects on other components of the game. ~Conditions, ~ taking the fo~ 
of if- then statements specifying that an event will occur only und~r certam 
circumstances, arc at the core of quest design. Similarly, programml~~ s(ar~ 
menrs that create ~resulrs" by setting certain variables and new conditions I.n 
response to player actions also give quests the combination of goaI~ba.scd logtc 
and imeractiviry (hat makes them unique. 

.-
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Scripts arc small programs thal can be attached to anything. including 
objects. NPCs. nodes of conversation, and triggers. When the player per­
forms a (cnain action or enters a particular area, or when a certain amount 
of lime dapses. the script wilt run, causing an event to occur. Some scripts 
manage quest systems by updating a playcor's journal with new entries when­
ever she takes a certain branch in a dialogue me, while modifying a va riable 
that keeps track of the player's progress in a quest. Other scripts give a player 
certain items, o~n a door or porra!, or set off a trap. 

Scripting is the thread thai binds together all the componcnrs of the 
quest, bringing together its spaces, objects, NPC!, and challenges into one 
goal-oriented activity. Designers can make their quesu much more interac· 
ave by mastering the basics of scripting, such as 

• functions; 
• evenu; 
• variables. 

Scripting can be used to manage the challenges of the quest and the fl ow of 
iu overall fo rms, including fetch quem and kill quests. 

At the same time, designers can also attach scri pts to the component 
pans of the quest to al low players to interact meaningfully with them. Scripts 
can be used effectively in conjunction with the spaces, NPCs. and objects of 
quem in the fo llowing ways: 

• Spaus: 

-

-

Anaching scripts to strategically placed triggers will create 
areas that respond when players enter them. These trigger 
scripts can start visual effects such as beams oflight as well 
as gameplay effects such as healing or poisoned traps. 

Attaching scripts 10 triggers can also create portals that 
open up in response to player actions and transport them 
to other areas. If the spaces of the quest arc already sym· 
balk, these portals can be used to create a conceptual 
~mul[iverse~ like that in Plant/capr: Tormmr. 

• Characters: Setting variables in conjunction with dialogue 
nodes and other actions can keep track of player characters' 
ethical viewpoi nts, or alignmems, as well as their affiliation 
with other NPCs, or factions. NPCs, spaces, and objects re· 
spond differently 10 players' actions based on their alignment or 
faction. 
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• Obj~rts; Attaching scripts to symbolic objects can creatc P'l7llcs 
chac, allow players to cnact or uncover hidden m(aJJings in their 
environments. 

Functions 

The scripting languages us«l in bmh of the NrwrwinftT' Nights toolsets a~ 
rtlariveiy easy ro get SI:artW. with, and skills in one are transferable to the 
OIher. since boch are loosely based on the programming language aJJed "c.~ 
AJ such . they have certain features in common. They art almost like Oil family 
oflanguagc:s (hal share similar dements derived from mei! parent language. 
JUST as Frtnch, Italian, and Spanish have many similar words and grammatical 
structures derived from Latin. 

The first ching to learn in mese scripring languages is their basic 
syntax. 

When you begin a script. you often stan with the follOWing lines: 
void. () 

( 

) 

"Void" is the designation fo r a type of "function," which refers 10 a set of 
programming lines that tell the program to do 5Omeming, whether in the 
simulated world of the game or behind irs scenes, such as performing a cal­
culation, The blank parentheses indicate that th is function docs nOI require 
any numerical input (0 operate, while the designation ·void- shows mat mis 
function causes an action to occur rather than calculating and returning a 
value. For example, here is a script from my sample Gawain module in which 
the Green Knight puts his axe in front of Gawain after Gawain accepts the 
offer of me Beheading Game. 

void _in I) 
( 

) 

IIGreen Knight pu.t. ue down in front of Ga.ain 
objeet oIt---Get ObjectByTag (-GR&IMKNIGHTAXZ~ J ; 

ActionPutDownltemloltem) ; 
II Set l ocal variable to .how th.t Ga •• i n baa a ccepted ~ 
II knight ' . c hallenga, 
SatLocallnt(GetPCSpeakar() , - nTalkedToKnigbt-, 1) ; 

The line "ActionPutDownltem(oltem)" is a function that causes the Gtttn 
Knight to drop his axe, after the pl.1yer chooses the strand in the dialogue t~ 
~n which Gawain accepts the game, In fact, the eas,iesr way" to .Iearn, to SC~PI 
is by attaching scripts like this to dialogue nodes using the $Cnpt Wizard. 

cv 
u .-
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Scripting-Tutorial #1: Attaching Scripts to Dialogue. Nodes 

1. To attach a script to a d ialogue node, fi rst S(:iecr the: nock 

2. Sdc:c[ one of the: thr~ labs at me right-hand corner of the: 
screen. 

a. ~ Tc:xt Appears Whc:n~ allows you to set conditions for 
when a particular node: wi ll appear, so that an NPC will 
say a line: of dialogue only if a PC has a certain set of (fai ts 
or C2rries a particular item, o r if a variable: has bt-c:n set to 

equal something. T his lab is ideal for tcsting whether a 
certain quest condition has been fulfilled. 

b. ~Ac(ions Taken" causes something to occur when a line: of 
dialogue has been spoken, such as giving [hI! PC a reward , 
taking an itcm from a player, seuing a variable:, or Clusing 
the N PC (0 trade with or attack the player. 

c. "Other Actions" causes anorher set of miscc:llanwus acdons 
to occur when a line of dialogue is spoken. Th(;' most crucial 
of these options (or quest design is [he "Journal" pull-down 
menu, which updates the player's journal with both a topic 
and an entry, such as "G reen Knight's Quest" and "2. n 

3. Follow the men us of check boxes and "next" buttons [0 specify 
which conditions must be fulfill ed or which actions will occur 
in response to a part icular node. If the script involves getting 
or setting a variable, s~c i fy its name and value. 

For example, I have attached a scrip t to a node in King Anhur's dialogue Utt 
that causes the Green Knight to walk from the C amelot entrance gate to a 
point directly behind the player as soon as the king says, "I think I hear the 
foolSteps of a giant G reen Knight, who is walki ng up behind you." The effect 
of this script is to cue an action in the manner of a play o r movie when the 
screenplay says "the Green Knight entefS from stage right." 

In addition to these cinematically scripted evenrs that cause NPCs to 
perform actions in conjunction with dialogue, scripting can be used. to gener­
ate interactivi ty. By attaching d jfferent scripts to dialogue nodes at al ternate 
branches of the player's responses in a d ialogue Ittt, a rudimentary interac­
t ivity can be created by which players wi ll have a range of possible responses 
mat correlate with various actions. AJrernately, some dialogue nodes might 
consist not of spoken lines but of actions themselves, such as "[slit throat of 
NPC]." Such an approach resembles branching storytelling media, such as 
hypertext and the choose-your-own adventure books that allow readers [0 

turn to different pages in order to al ter the protagonist's course of action. 
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Scripts cucfully altaChl'<l 10 branching dialogue can help shape Ihe 
progress of quests through journal upci,l((S and variables rhal change ac­
cording to players' choiccs. However, if followed cltciusiveJy. ,his method 
of scripting causes gameplay 10 become dull beCl.U~ it rt'scmbles browsing a 
webpage by clicking Oil links rather than role-playing. Temporal branching 
Structu res limit the player's actions to a few choices select«l through words 
rather through than simulated performance. In order to take full advanlagc 
of the ~procedura l, ~ or rule-based, imcractiviry enabJ~ by scripting. pro­
grammers ncc:d to use scripts 10 produce evC'nu in gamepJay in addition to 
dialogue nodes. 

Scripting Quests 

To script the skeletal programming framewo rk of qut'st, you should 
oudine its stages along with the journal updatcs ,hat will signal players of 
their progress in their quest as well as alening them 10 the next Slep. You 
should also plan the conditions ,h:al make each nage kick inlO action (such 
as the player's entrance into a certain are:a or possession of a cenain itc:m) and 
the resul ts of the stage (such as the addidon or removal of an item from the 
player's inventory). Tom Dawson, in his MAnalOmy of a Quest~ IUlOrial. best 
explains this programming technique when he summariu:s ,he underlying 
pattern of quest scripting as 

• ~Trigger a Stage, and do some changes 10 the settings 10 reflect 
me new Status. 

• Go into a hiatus, while we wait for the player to trigger the next 
• action sequence. 

• When triggered. do the aClions, then when ii 's done, lrigger the 
next stage. " 

In (he c:.tSe of the five-pan fetch quest Ihat begins the sample Sir 
Gawain exercise, the conditionals are Ihe possession of a quest item, while the 
results are the receiving of a key that allows Ihe player to unlock the chest that 
contains the nexl quest ilem. For example. the firsl Siage of the quest has the 
fOllowing conditional under the ~text appears when,~ which regulale5 when 
an Nrc will speak a certain line of dialogue. 

int St.arUnqCondi tional () 
I 

II Mak. a ur. th. PC a~ak.r ha. th ••• it ' . in his in_t0z7 

if(!Ha.lt .. (G.tPCS~.k.r(), MSHIlLDOrazN&FIC'- i-I) 

r.tum FALSE ; 

.-
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return TRUE ; 

I 

This conditional checks to make SUft' that the PC has the Shield of 
Bendicenc!' in his invemory before King Arthur congratulates him on find­
ing it and $ugge.m that he should s~k the next i u~m. A second script, in the 
"an ions takenn tab. determin~ the results of this action. 

void _in n 

I 
1/ Give the .p"ske r the i tem' 

Cr •• t e :It...onObjeet: l~ fh'.k.yH. G.tPCSpeake r (), 1 ); 

I 

Mort:' general ly. the conditionals should be local variables that keep 
track of progress in the quest, idally ~t at fairly wide intervals (such as 5 
or 10 rather than l) so that intermroiate steps can be inserted. The results 
should be the setting of new local variables that bring the quest to a new 
nage. As each variable is changed. the journal should also be updated ro 
indicate the player's proglUS in the quest. Hence, the most important script~ 

ing functions to learn initially in designing questS are the ones that check 
and set local variables. In [he Aurora Toolset, these variables must be named , 
checked . and set manually. However, David Caider (a lead writer on Nnr 
uwinur Nights) also explains a procedure for seuing them up in relation to 
dialogue. In the Aurora Toolset. the function for setting a local variable with 
the value of an integer is SetLoeallnt. It must be followed by an object to 

which the variable is attached, as well as a variable name in quotation marks, 
and an integer value. For example, you might attach the followi ng lines of 
script to a d ialogue node: 

SetLoe allnt (GetPCSpeakar (), "QUESTSTAGE", 1 ); 

As Gaider explains, when the designer wants the computer to check whether 
a quest has betn completed, she should write a script that sets up a new vari­
able which returns true if ~QUESTSTACEb equals a certai n value. Return­
ing true means running a certain function rarher dIan going on with the 
other scripts that were occurring before the computer encountered (his one. 
Returni ng false means skipping this fu nction and continuing with the pro­
ccsy..s that were al ready in motion. 

Using Caider's model but filling it in with our own variable names, we 

g" 
int 8tartingConditional() 

I 
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int nAcc.ptadqu •• t • 

GetLoca1Int (GetPCS~ak.r{), "QtJl.STSTo\GI ·) _ 1 ; 

r.turn nAcc.pt.dqu •• t; 

The best resources currently available on conmucting quest dialogue 
as a means of structuring this aspect of the game are David Gaider's tutorial 
on setting local variables and lskander Merriman's MSimple Quest~ tutorials 
available with the NrlJtrwinur Lakon, under the "Lyceumn and MToolset" 
categories. 

5criprJlffr KJII QIlests 

While Merriman emphasizes that questS can be COlUtruCted without 
the use of scripu by focusing solely on the USC' of wiUlros, you can have much 
more flexiblc and meaningful quem by building your own scripts. A good 
way to learn co do this is by observing the scripts that the script wizard creates 
in order to find the functions relevant to quest design. For example, in a kill 
quest, a designer can place a script in the "OnDeathn handle of an enemy 10 

update the player's journal, register the progress of the quest, and shift the 
player's alignment or faction in response co this violent act. This scripting 
prevents the awkward solution of making the player bring back the head of 
the monster as proof that he has slain it-a solution adv0C2led by Merriman 
for beginners because it prevenu one from having to script. A scripter can at­
tain more versatility and directness by attaching scripu direct.ly to the enemy 
that must be destroyed in Ihe kill quest. 

ScripdnrTuroriol #2 : 5aipdnra KJII QuG5t 

1. First, sd«t the creaw re that is the target of the kill quest. 
2. Right-dick and select MProperties." 
3. On the window that opens, select the "scripu" tab. 
4. The slots on this window with pull-down menus are called 

"handles, ~ which are boxes that allow you to attach custom 
scripts co an item, creature, area, or other objcct in a module. 
Locate the MOnDeath" handle, which tegulales the evena that 
occur when a creature dies. 

5. Next to the uOnDeathn handle, click the "edit" bunon to bring 
up a window where you can add custom scripu. 

6. To update the player's journal when an NPC has been killed. 
add the following script, replacing the journal category and 
stage with your own parameters: 

.-
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void. .. in (J 

I 

I 

object oPC - Ge~.tI(iller(J; 

AddJournalQue.tEntry ( Mjournal_killque.t", 175 , o PC) ; 

• In the script editing window, click the "save as" button and 
give your custom script its own name, such as "jlh death­
joumalupdate." Always remember to give each script that 
you alter its own unique name so that you do not change the 
"OnDeath" script for all creatures in the module. 

Remem~r that you must use the journal tag (e.g .• ~journaLdreamquesln) for 
the quest. not the journal category name (e.g .• "Dream Quest~). 

• To set a local variable that registers that the NPC has been 
killed. add the following code in this window: 
SetLocallnt(GetHodule(), MiPhobo.Killed h

, 1) 

• Then. in the " text appears when" attached to the dialogue 
node that congratulates the player for killing the target, put 
the following; 

int StartinqCond.itio nal ( ) 

I 

I 

II Inapect local variable. 

if(!(CetLocallnt(GetModule(), M iPhoboaKil.led~l - 1)) 

return FALSE ; 

return TP,1JE ; 

A similar approach can ~ used to have the engine update a journal as 
soon as an object is acquired in a fetch quest, rather than waiting for the play­
er [0 return [Q the NPC who congratulates or rewards him. This approach 
can make the quest s«m more articulated and easily absorbable in small seg­
ments, in which players are made aware of their progress after achieving each 
subgoal instead of slogging th rough a long dungeon crawl ~fore ~ing re~ 
minded that they have advanced . Journal updates like this can ~ especially 
important if the player has many pending quem in his journal and may have 
forgorten which magic swords and golden chalices he is looking for. 

• To attach a script [Q an item that will update the player's jour­
nal when she acquires the item. place the following script in the 
OnAcquireitem event handle of ~ Module Propenies" in Edit 
window: 



void main () 
( 

II Get the object which wa, acquired 

object itemAcquired .. GetModuleItzrr'cquiredO; 

it(item'~quired Iz OBJECT_INVALID) I 

I 

II Get the ug ot the acquired i tUl 

/I It it is "1IIY_itu_tagH w. got the right item 
it ( GetTag(itemAcquired) =- ~Dr • ..shardH) { 

II Get the obj.ct (play.r) who now po ••••• the 
/I item 

obj.ct oPe E Gatlt-mPo ••••• or(it.m~quiredJ ; 
II Add .n appropriate journal .ntry to hi. 
II journal 

Add7ournalQu •• tEntry ( ~journ.l dr.amqu •• t W
, 150 , 

oPe) ; 

Scripts Attached to Spaces 

5cripdnr TrfW5 

The key to keeping gameplay imeresting in quests is to correlate scripted 
events with the player's successful, unsuccessful, and panially successful com­
pletion of tasks. This can be accomplished by attaching scripts to placeable 
objects, NPCs, areas, and triggers, so that the quest progresses or fails to 
progress if the player opens a chest, arcades an NPC, enters an area, or sreps 
imo a specific trap. In scripting, ~events~ are instructions to rhe computer to 

perform an action in response to a set of conditions, including a user's inter­
actions. Events often rake the form of rhe word ~On" followed by an action 
that could occur in rclation ro an object, area. or trigger. Examples include 
~OnOpen," which causes an event to occur when an object such as a chest is 
opened, and "OnDeath ," which brings about an animation or other response 
when a creature dies. 

A set of scripts centered around the function "Ge[[nteringObject" uses 
"triggers" to cause a journal update or DIher event when the player enters an 
area, which can be a useful effect if exploration is a key aspect of the quest. In 
this type of scripting, you anach a script to the ~OnEnrer" handle of a trigger 
or area. For example, a previous exercise asked you to script the Healing Pool 
of Faith that Redcrosse Knight falls into while fighting with the Dragon. You 
can do this by first puning down the tile group of water and then drawing a 
trigger around it using the trigger wizard. Draw four connected points. with 

.-
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a double-click on rhe last point to complete the trigger. Then, select this trig­
ger and insert a script in to its "OnEnter~ handle. For example. 10 script the 
Healing Pool of Faith that Rcdcrosse Knight Mls into. insm the following 
code: 

void main ( I 

I 

I 

objeet oPeR •• l • Get£ntaringObject() ; 

ApplyEffectToObjectIDURATION_TYPE_INSTAHT , Xli.etR •• l (7 ) . 
oPCHe.l) ; 

AddJo~n.1Qu •• tEntry ( ~ journ.l t •• riaqu .. nH
, 100, oPeR •• l) ; 

Suipcinr Portals 

In addition 10 triggers that create an effect when a player enters them. it is 
possible [0 set up a trigger that transports a player insran dy to a specified 
location in the current a~a or imo a completely new area. Such a trigger 
functions as a ponal, and a model of innovative portal use can be found in 
Pi4ntJeapt: Tonnmt. PkmtJeapt: Tormmt takes place not in a single world or 
universe bur in a collection of inrersecting worlds, or mulriverse. Moreover, 
the physical landscape, evenrs, and people in this world respond directly to 
beliefs and ideas, especially those of the various factions in the planes. who 
organize themselves around a philosophical attitude toward the mulriverse. 

In the Nameless One's own dialogue, he dennes the segmems of this 
muhiverse as "planes of the imagination, of thought and belief." This idea of 
a universe made of many intersecting worlds. also known as a muitiverse, is 
what lends Planncapt such power as allegory, earning it the tide of"inreractive 
inferno, ~ in Barton's terms. A rnultiverse is a place where dashing viewpoints 
and belief systems are embodied physically, allowing intersections and portals 
be(Ween ideas as well as rooms and levels. T he POrtals from plane to another 
open onJy when p la~rs possess specific keys, rUing the form of unexpected 
objects like nones, junk, or a blood-soaked handkerchief. However, the in­
game text in dialogues and descriptions suggests that sensory experiences and 
abstractions. like a musical tune or a thought, can also be porta.! keys. The 
philosophy behind this game blends a relativistic belief that perception shapes 
reali ty with a quest-based sense of urgem goals. There are many worlds in the 
planes, but each of these worlds presents goals and tasks that matter to the 
player and NPCs. POrtals become increasingly important in Plal/tscape: 1Or­
mmt as the player travels the planes, since the quests assigned by each faction 
take piau in their own world, ofr:en requiring the player to be transported 
into another realm of dream, death, or the senses. 
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The lesson to be learned from this imaginative design is that the in­
terpretative richness of a quest system can be increased if we sec a book as 
a mulriverse of many possible meanings rather than a univer~ of only one. 
When multiple worlds open up. multiple ques tS become possible-designers, 
readers, and players pursue differem goals in a sham! ~fting with many layers 
or "planes. q depending on their viewpoints as uaders. This abstract idea can 
become concrete through scripti ng portals from one location to another. In 
the Aurora Tool~t, these portals can be buil! through 

• a combination of a placeable visual dfectf a glowing gate; 
• the ~CreateObject~ function to make this effect appear; 
• the "MoveTo~ function to transport the player; 
• setting a loca.I variable to activate the ponal; 
• tagging waypoims for the location of the portal and its 

destination. 

Combining portals and puzzles can make the relationship between configura­
tive and inrepretative play explicit. Dialing cenain combinations, pressing 
u n ain plates, or rotating the concemric circles of a wheel could open portals 
associated with cemin combinations of symbols in a complex quest narrative 
[ike Tlu Farrir Qurm. Perhaps some of these: portals arc associated with a 
religious interpretation of Tlu Fa"ir Qllrm. opening up a doorway to a series 
of quests for holiness. Perhaps others arc more focused on the poem's political 
allegory. sending the player on a series of battles with England's enemies. 

5criptinrTucorialllJ' (rcoanfa Porrol 

I. From the menu above the palette. select the "paint waypoint" 
button. A waypoint is a marker of a specific location in me 
toolset, which can be: given a unique name or "tag" and then 
referenced in scripts. 

2. Under the "Waypoint" menu, select the plw sign to open up 
possible types of waypoints. Selcct "Waypoint~ (a generic way­
point with no special traits); then single dick on the area where 
you would like your portal to appear. A waypoinl. in the form 
of a large yellow arrow with a blue Rag. should show up at the 
location you clicked. 

3. Left-dick to selcct this waypoint; then right-dick and pull the 
menu down to "Properties." 

4. In the "Basic" (ab. fill in the ~Tag" box with a unique identifier 
for this waypoint, such as the location to which you want to 

.-
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transport your player. This tag should be in all capirallencrs, 
such as "FORESTPORTAL." C lick OK. 

S. Place a trigger around this waypoim so that the portal will ac~ 
tivate when the player walks into this area. Click the "Paint 
Triggers" button next to "paint waypoim." Press the plus sign 
next to the "Generic Trigger" menu. &:lect "New Generic," 
Triggers take the form of "Polygons" (many-sided geometric 
shapes, such as rectangles and squares), so you will need to 
click once at each point of the polygon and twice at the final 
point (hat doses the shape. You should see the trigger in the 
form of a light-blue polygon. Select it 3nd give it a unique tag 
under the "Properties" menu. 

6. Paint a second waypoint (0 designate the place where you want 
the portal to transport the player. This waypoint probably should 
be in a different area within the same module, such as a forest 
clearing outside of adungeon. Tag this waypoim so that it can be 
referred to in the trigger script that will transport the player. 

7 . Now, decide how the pOrtal will be activated and whether there 
are any conditions to entering it. Portals can be opened by 
pulling a lever, stepping on a rune plate, or using any place­
able item in the game, such as an altar. For this example, 
place a rune plate on the ground near the waypoim. Select it, 
right-ciick its properties, and select the ~ScriptsH rab and the 
"OnUsedH handle. Click the "Edi( bu([on and insert the fol­
lowing script: 

void. main ( ) 

I 

I 

obj.ct oPortalSpot m ~tW.ypointByT.9(ftFORESTPORTAL"); 

Cr •• t.obj.ct(OaJECT_TYPE_PLACEABLE,"p1c-POrtal", 

G<etLoc...tion(oPorta1Spot), TRUE); 

S.tt,....,.lInt (~tObjectByT.q ("PORTALTRIGGER"). "REIIJ)Y", 1) ; 

This script, adapted from Celowin's fifth scripting tutorial in 
the NWN Laieon, causes the visual effect associated with the 
portal to appear as well as sening a local variable on the POrtal 
that signals it is ready. 

S. Next, attach the following script, also adapted from Celowin's 
tutorial. to the portal itself: 

void. _inC) 

I 
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I 

objeet oPe - '"-tznt.ringObjeet() ; 
objeet oDeat • G.tW.ypointByT.g(ftf'OUSTCI.IUIIf(jl~); 

int nReady - G<ltLoeallnt (OBJECT_SELr, "Rt:AOY"); 
it ((nReady .. II " (G<ltlaPe(oPC))) 

,..a iqnCc- and (ope , JUlIIp'l'oLoeation (CetLoeation (oo.at) )) ; 

This script (t'Uicv~ the variable mat set the nigger as ureadyH when the player 
uses (he rune plate. The UAssignCommand" function then transports the 
player w the location set by the waypoint tag. 

Scripts Attached to NPCs 

5uipCinr AliynmUlt and faction 

Scripting can be used 10 convey multiple ethical implications if one d~igns 
quests that both rcspond to the player's alignment and cause this alignment to 
shift according w the choices that he makes in taking or completing them. In 
Dungro1/S and Drago1/S terminology, "alignment~ refers 10 a player character's 
emical stance. This alignment includes three possible values for morality 
(good , evil. or neutral) and three possible pararnelers for altirudes toward 
cosmic and social order (lawful. chaotic, or neutral). This yidds nine possible 
ethical orientations that player characters may begin with when they create 
their character (or develop throughout their adventures). 

The relevant function for this ethical meaning is ~AdjustAlignment,~ 
described in the Ntwrwinltr Nights Ltxicon as 
void AdjuatAli~nt( 

objeet oSubjeet, 

int nAliqn.ent , 
int nShift 

I , 

For example, if a designer wants to cause a player's alignment to shift toward 
evil by fifty points when she kills a particular innocent creature, you can put 
an "AdjustAlignmem" function into the ~OnDeathR hmdle of the crearuee. 
An example scrip' would be 
voi.d _in ( ) 
( 

I 

obj.et oPC _ GetLaatxiller(); 

AdjuatAlignmsnt (oPC, ALIGlO" 4'I'_CVIL, 50); 

-AliGNMENT EVll~ is a one of five conStants representing me alignment 
possibilities in Dung~(}ns lind DTIlgons. These constants are -ALIGNMENT 

~ 
U .-
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EVIL," "ALIGNMENT_GOOD," rod "ALIGNMENT_CHAOTIC," 
"ALIGNMENT_LAWFUL" and "ALIGNMENT_NEUTRAL." 

Once the designer has set the alignment of a player. he can then cause 
certain quests to be available or unavailable battd on this alignment. so that 
PCS who take a cum toward evil will be: faced with increasingly greater op­
portunities for wickedness and vice versa. This requires that the module: "get" 
a player's alignment and feed it back into another function . such as a "Stan­
ingConditional" anached to a dialogue node. The function (0 do this is 
"Gc:rAIignmemGoodEvir or "GetAlignmemLawChaos," which returns ont: 
of the five constants. Combined with an "if-then" statement, this function 
can be used to creatt: quem that shift according [0 the player's previous emi­
ca! decisions, as in the foll owing function: 

I 

I 

object oAliqn.en t • Get.Uiqn.entGoodEvil ; 

if' (oAli~nt _ "ALIGHMENT_GOODwJ 

return TRUE; 

The simplest way to apply such a function is in conjunction with dia­
logue. where NPCs will respond to the player with fear or respect. depending 
on his good or evil alignment and upon their own, if the function targets 
the NPC also. At the same time. other asiXCtS of the world might change 
more subdy according to the player's moral stance. For example, certain 
doors might be blocked off or certain items might nor be usable depending 
on the alignment of the player, moving a storyline in divergent dit«tions or 
rN'arding players for cenain kinds of choices. For example. in the early RPG 
Wizardry Ill: Tht Ltgacy of Llylgamyn. certain doors on the first level of the 
dungeon would allow only an evil party to pass through them. while others 
would open only to a good party. If a good party attempted to enter an evil 
door. they would be magically transported Out of the maze, requiring twO 
separate parries to complete separate halves of the dungeon. 

The association of alignment nOt only with individuals but with groups, 
o r parties. reminds one that moral ideas often shape the allegiances that pe0-
ple form with each other. These associations can be modeled through func­
tions that comrol the factions to which an NPC or PC belongs. Factions are 
groups of characters with similar goals and allegiances, such as guilds, gangs. 
uibes, and sectS. The Aurora Toolset has a Faction Editor feature, which 
allows designers to use intersecting bar graphs to adjust varying degrees of 
friendliness and hostil ity between factions. Once these v:llues have been set, 
functions can be used to alter the reputadon that a PC or NPC has in rela­
tionship to a particular facrion. using the "ChangeFaction" and "AdjusrFac-
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tionReputatjon" fun ctions. As the NN/n'winUr Lrxicon aplains, mes(' two 
functions follow this pattern 
void 

Adj us tFac tionRepubo tion ( 
object oTargetCreature, 

object o~rOfSourc.Faction, 
int nAdjusbment 

) 

md 
void 
ChangaFactl.on , 

) 

object oObjactToChanqeFaction , 
object oNembarOfFactionToJoin 

In addition to al ignment and faction , designers can set local vari­
ables that measure moral or philosophical attributes associated with play~ 
er characters' actions. For example, one can ttack the nve knightly vir~ 
tues associated with the pentacle on Sir Gawain's shield: courtesy, fel low­
ship, generosity, purity (or chastity), and compassion (or piety) . To SCt 
a variable for one such virtue, the scripter needs to nrSt initialitt it, ide­
ally by attachi ng it somewhere where it can be retrieved when the module 
loads. 

e Select the "edit" menu and drag it down to "module proper­
ties"; then prc:ss the "cvenrsn tab and select the "OnModule­
Load" handle. 

• Then, press the "edit" bunon and place a script like the follow­
iog into the window: 

void _in I) , 
II Initl.alize five local variable. to store the PC' s tiv. 
II virtuas , so thst they can be altered fro. other 

/I scripts within the q_. 
Object oPC = GetPCSpeakerl) ; 
string sCourtesy m ~courtesy"; 

string sFellowship ~ M fellowshl.p~; 

strinq sGenerosity E ~q.n.rosity~; 

strinq sChastity a "chastity" ; 
strinq sPiaty s " piaty"; 
int nCourtesyValue • 3 ; 

.-w 
U 
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int nFallovahipValue _ 3; 

int nG.ne>:osityValue • 3 .. 

int nCh •• tityValue _ 3 ; 

int nPietyValue = 3 .. 

SetLocallnt(GetModule() , sCourtesy , nCourtesyValua) ; 

SetLocallnt(GetHodula() . sFellowship , nFel lowshipValua) ; 

SatLocallnt(GetHodula() , sGenarosity, nGenerosityValue,; 

SetLocalInt (GatHodule () , sChastity , nChast.ityValue) ; 

SatLocallnt(GatModula() , sPiaty . nPiatyValue) ; 

Scripts AtUlched to Objects 

Puzzles and Inwpretotion i" Quests 

D~signing ;rnd impl~m~nting a puul~ is one of the most effectiv~ ways to 
hone your scripting abilities, moving thtffi past dialogue nodes and into the 
rul~-based interactions at the hean of immersive games. In a quest whose 
aim is imerpretation, a puule should ideally involve the rearrangtmem, or 
"configuration," of symbols, such as the symbolic objects that you created in 
Chapter 4. An imerpretation of a book is a rearrangement of its symbols in a 
panicular pattern of relationships. 

For example, Planrscapr: Tonnrnt abounds in references to texts that are 
also puzzles, or puzzles that have to be artanged in different combinations to 
unlock hiddtn secrets. The Dodecahedron Puule box is an intriCOl te Rubik's 
cube whose solution involves sliding panels and avoiding craps in order to 
unfold a text that must also be unfolded and interpreted. The Unbroken Cir­
d~ ofilrthimon is another such puzzle with sliding, intricately imt rlocking 
wheels. These wheels both figuratively open parables of myth with allegorical 
meanings and physically slide open to reveal panels with spells whose fun c­
tion corresponds to the ideas in the stories. At first glanc~, it seems frustrat­
ing that th~ Infiniry engine made it hard to implemem these puzzles, which 
tend to be described in words. Solving them often involves selecting dialogue 
nodes. such as "open the box,n rather than manipulating them physically as 
puzzles. Yet, in a way, thes~ puzzles have been implemented in the overall 
design of th~ game. The manipulations of quest-solving and stat-grinding are 
in the servic~ of unlocking the Nameless One's past as well as the complexities 
of the city ofS igil. rt is no coincidence that the name "Sigil" is another word 
for "secret sign," implying that the entire city must be decoded. 

Puules are a crucial component of early adventure games that featu re 
quests, and it mighr be worth rethinking their role in today's quest games 
because of their potential relationship to interpretation. Some designers 
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and players criticize puzzles because they slow clown action with frustrating, 
pointless man ipulations of levers and sliders. Yet such puzzles are poorly de­
signed, in contrast to the best puzzles, which require a leap of insight in which 
players suddenly grasp an underlying pmern that was in front of them the 
whole time. In The Puzzle Instil/ft, Marcel Danesi calls this "insight think­
ing." While the insights required to solve a puzzle revolve around recognition 
of the formal patterns underlying the puzzle, these formal patterns could also 
entail insights about the game world, the human condiTion, or an emotion 
(27). Because of this potential in puzzles, Koster often blurs the line between 
puzzles and games when he exhorts designers to realize thl: expressive power 
of games. He writes: "We often discuss the desire of games to b<." a([-I for 
them to be puzzles with more: than on<." right anSW<."f, 1 puzzles that Ie:nd th<."m­
sc:lv<."s to imerpreta tion" (147). Koster is also bl urring th e: Ii ne: between physi­
cal reconfiguration and interpretation, a division that can be furthe:r bridged 
if literary texts are understOod as puzzles that can also be: reconfigured. For 
example, while Milorad Pavic's branching novel The Dicri(Jnary of the Khazars 
is often compared to a hypertext, Pavic compares its combinatorial imerpre­
tative possibilities to a Rubik's cube (1 3). 

Figure 5.1. A puu:lc in Ih~ Auron Toolsel . • 
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Saiprinr Q Puzzle 

AI; players manipulate me symbols, such as runes and gems, within a puzzle, 
the scate of the game world should change in ways that respond to these inter­
pretative rcconf1gur3.rions. With th is in mind, the fo llowi ng tutorial teaches 
you how to implement and script a simple punic that involves Gawain ma­
nipulating objects and rune plates to exploIt: the correspondences among the 
five pentads discumd by the amhor. This puzzle will allow players [Q explore 
the correspondences between the five vi rtues and the five senses by standing 
on e:l.ch of five plates with the first letter of each virtue while holding the 
corresponding item. Once each plate is correctly activated in this way, the 
player can pull a lever to open a portal. The puzzle consists physically of five 
plates at each of the five poims of the pentangle and a lever at the tOp (see 
Figure 5. 1). 

This puzzle is constructed using custom placeables from the Neverwin­
tee Nights Community Expansion Pack, a collection of fan -made content 
highly useful in creating one's own tailor-made modules. Most "miscella­
neous" items in the Aurora Toolset tend to appear within the game without 
their own three-dimensional models except for a generic gray bag, but the 
NWN modding community has used tools to construct a wider variety of 
items within the game. This means that the CEP provides a range of symbol­
ic objects that can appear in the game to stand for each of the senses, such as 

• a lantern (s ight), 

• a rose (smell). 

• a harp (hearing), 

• wine (taste), and 

• a fan (touch). 

To construct this puzzle or a similar one, place the: rune plates around 
the circle in the appropriate places. Then. use conditional scripts (also known 
as if-then statements) to set up the actions that the player must perform [0 

activate the plate. 

t. For example, placing the foll owing script in the ~OnUsed" 
handle of the ~F" rune plate associated with the harp will cause 
it to glow briefly when a player activates it whil e: holding the 
harp in her inventory. The ~SctLocaiIntn fun ction thcn sctS a 
local intcgcr which registcrs that this platc has becn activated. 

void _inC) , 



I 

it (GetltamPo • ••••• dBy 

OBJECT _ INVALIO) 

(oPC , ~ FELLOIfSHIPHARP~ ) !_ 

, 

I 

object o PIate = OBJECT_ SELF ; 
. ffeet .Correc t • 

EftectViaualEffectIVTX_DUR_GLOW_LIGHT_YELLOW) ; 
ApplyEffec tToOb jec t (OURATION_TYP!_TIMPORARY • .correc t , 

oPIate , 2 . 0) ; 
Se eLocall nt(GetModule( l. ~HarpPl.t~ctiv.ted~ , I, ; 
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The same scripts can then be repeated fOf each of the other four plates, chang­
ing the tags of the required item in the conditional and me name of the local 
integer that activates them. 

2. Then , another script can be attached to the MOnUsed" handle 
of the lever to rcuieve each of thest local variables, opening a 
portal at the center of the pemacle only if each plate has been 
acdvated: 

voi d _in n , 

I 

lot nRa .... GetLocallnt (Ge tModul e {) , · Ro •• Pl.t·~tiv.ted~ l ; 

l nt nHa rp • GetLocallnt (GetModule( ) , - HarpPlat" ctivatedHI ; 

lnt nLantern • GetLocal lnt (GetModule() , 
~L&nternPla taActiv.tedH ) ; 

int nNine • GetLocalInt {GatModule{ } , ~WinePlateActiv.ted- } ; 

int nFan _ GetLocalInt (GatMod~l. ( ) , aranP1at·~tivatad- ) ; 

if (nRoa. __ 1 " nHarp .. 1 " nLantern .. 1 " nWin. __ 1 

" nFan __ 1 ) , 
obj ect o Porta l Spot _ GatWaypointByTa!l' (~ JtOSEPOR'tALH ) ; 

CreateObj.ct(OBJECT_TYP£_PL'cr~LE ,Hplc~rta1 H, 

GetLocaUon (oPorta1Spot) , nOE) ; 

S.tLoc.1 Int(Getobject8yTaq ( ~PENTPOR~ALH ) , - READY· , 1) ; 

I 

The difficult move in this function is the ~trieving of a variable by its 
name Stored as a string, which is H HarpPlatcAct iva[cd~ rather than the "sHarp" 
name that it had when it was temporarily initiali:tcd as anO[her variable. The 
string name is Stored directly onto the module whefC it can be acctsScd in 
scripts like this. but the temporary variable HsHarp ~ works only within the' 
scope of the fu nction atlllchcd to the plate. HoWC'Ver, once this variable' has 
hccn retrieved as a string, the numerical value of this string cannot be tCSt«l 

.-
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directly. A function like "if"HarpPlateActivated~;" I" will return an error 
message about an "invalid operand" because I is an integer and "HarpPlate­
Activated" is a string. To make this equality test work, we must pass the value 
named by the string to an integer with the: iniriaJiziarion statement 

int nHarp "" GetLocallnt (GetModule (), "HarpPlateActivated"); 

Because "nHarp" is a local integer within the scope of this function, the 
equality test "nHarp "" I" will compile correctly. Once all five local variables 
equal one, pulling on the lever will open the portal. 

Scripting Exercise # I 

Script a series of riddles and puzzles requiring the player to enact the corre­
spondences around the five points of the pentangle. For example: 

• King Arthur will give Gawain five keys, each of which will 
open one and only one of five chests. 

• If the incorrect key is used, a (fap is triggered. 

• To mix things up, designers might include levers that must be 
pulled, pressure plates that muS[ be stepped on, and actions 
that have [Q do with the four dements (e.g., setting something 
on fire or immersing it in water). 

• Gawain may find the items in any order, which requires the 
designer [Q set one variable for each item found. 

• Alternatively, the items must be found in a particular order, 
and King Arthur directS Gawain [Q the next item each time. 

Scripting Exercise #2 

To find the Green Chapel. the player must defeat five beasts in a series of five 
rdated "kill quests," with the added twist that some of the knightly virtues 
involved may require abstaining from killing by acting diplomatically or Bee­
ing. These beasts represent the vices that will tempt the player as a knight, so 
he must utilize the weapons and armor of his virtues. As Sadowksi explains, 
quest narratives in medieval romances often represent me knight's struggle 
wim his own animal impulses through a battle with monstrous beast. He 

• wrnes: 

Amid manifold tests of physical endurance are also typically heroic 
struggles with various foes-animal, monstrous, or semi-human­
which colle<:tively typify the tempt:nion of nature and the flesh in their 
different aspects. The hero's psychomachia to resist the onslaughts of the 



fleshly powers involves 'wormez'-that is, the dragons (720), the ancient 
archenemy of man, the personifiGltion of the devil himself {Revdation 
12;9).and also the '~olues' (720), notorious for their rapacity, fury, and 
greediness, often s;ud fa ~presC'nt the sin of avariti~, as well as hm and 
voluptuousness. (15! -52) 

To enact these ideas on rhe levd of gamcplay, the player may find rhe- follow­
ing instructions in riddle- form, which teli him what uwe-apon" to we- to de-fear 

a given enemy, bur there will be some ambiguity as to whe-ther the weapon 
must be li terally used or the virtue practiced as a form of metaphorical ude_ 
fense~ or ·'armor." 

• 
• 

• 

• 
• 

"Only the Sword of Pure Mind can defeat the Dragon of Sin. 

Only the Helm of Compassion can protect you from the Rag­
ing Bull of Wrath. [Defeating this enemy means behaving 
compassionately toward him, perhaps by sparing The animal's 
life or adopting a defensive posture.) 

Only the Armor of Courtesy can quench the fires of the un­
couth gibbering Giants. 

Only the Ring of Brotherly Love will STOp the Boar of Hatred. 

Only the Shield of Beneficence can protect you from the Wolf 
of Malevolence." 

Using rhe "encounter" paleTte in the Aurorn Toolset combined with the 
"creature" palette, a designer can stage fights between the player and each of 
these monstrous opponents or groups of opponents. Many of the natural 
beasts, such as wolves and boars, can be placed only through the "creature" 
palette, whereas the supernatural ones, such as dragons or groups of giants, 
can be painted through the encounter system. To determine whether Gawain 
has fulfilled these kill quests, the designer can use either the built-in ~plot 
wizard" of the toolset, or she may seT local variables to keep track of the death 
of the monsters. The local variable solution may be more effective, since 
the plot wizard templates accommodate only standard kill quests and fetch 
quests, whereas the refusal to kill a boar can be registered only by a variable 
set for this purpose. 

Scripting Exercise # 3 

Script the following "trial" from Sir Gawain and thr Grun Knight, which 
OCcurs primarily through conversation and the exchange of objects .. Set up 
the scripts attached to conversation nodes so that each player has dialogue 
choices but must the following the rules of knighdy courtesy to achieve an 
optimal Outcome: 
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• 

• 
• 

Notes 

He mwr remain courteous TO the Lady of Haurclesert while 
avoiding sex. 
He must kiss the lady when she requests it. 

When offered the magical girdle, 
he could take it, or 

he could refu~ to take it. 

* If he refuses to take It, does the Green Kn ight 
later 
• CUI his head off, 
• congratulate him for ach ieving perfection , or 

• scold him for being too perfect, in a more subversive 
or humanistic reading? 

• ffhc: does lake it, docs it protect him? 

'One example: of a collabor.uive dwificnion scheme for quem in games is 
me Wikipcdia utic1e on the subj«t, found at hup:llc:n.wikipMia.orglwikil 
Que.sc %28g;uning%29. 

2 Indeed, the etymological origins of quest in Uquesrarc:H (Latin: to s~c:k) impliC's that 
(he $earch for something absent or hidden is fundamental to qucsting. 

1 While the inRuenee ofCn osricism on "ideo games is notas p<'l"\'OIsive as postmod­
em novds, references to the Gnostics do ~ppear in many video game quests, indud­
ing the "Archons~ of King's Qum VlIf and the ~Archon» of Fabl,. Th~ 1980's game 

Archon featured a battle between mOn$UOU5 blaek and white chess pieces, echoing 
Frye's description of the figu res of q uest romance with me opposing sides of chess 
as well as Philip K. Dick's description of reality as a ~Gnostic computer ,heM game~ 
(an idea that Dick derives ill part from Campbell's notion of the hero's adversary as a 
"dark coumcrpJayer") (Dick 241-43). 

• Wardrip-Fruin is summarivng me elplanations of me Fabk writer James Leach, 
who oommenu of the short story that he wrote as the basis of Fabl" ~The rduCTallt 
hero, the ullw arms, the mentor all appear in the Ifadirional way. " 



Quests and Pedagogy 

By deliberately merging the interpretative and gamepJay functions performed 

b~ p,iay:ts, game design can be taught as a form of jJl(erpr~tarjvc writing 
wlIhm literature classrooms. Such an assignment could involve transforming 
virtually any literary narrari\'c into a quest, and any work that falls within rhe 

paradigmatic selection of quest narratives, running from ancient epic to post­
modern novels, would be particularly amenable to this form of adaptaTion. 

I have given one such assignment to my sophomore English literature 
class. I asked studcIHS to adapt Thomas Pynchon's postmodern novel Thr 
Crying of Lot 49 into a quest game. Thr Crying of Lot 49 j ~ csptcially appro­
priate for this assignment because its main character, Dedipa Maas. hersdf 

embarks on a quest to discover the meaning of a possible conspiracy centered 
around the will of her la te boyfriend. Oedipa gradually becomes drawn into 

a conspiracy surrounding an underground postal service called "W.A.S.T.E. ~ 

that purpOrts to allow communication between marginalized social groups. 
As she investigates the dues associated with this organization, induding both 

physical items such as misprinted stamps as well as conversations with a bi­

zarre cast of eccentric characters, she uncovers mysterious hints of a possible 
secret society called the Tristero. She travds across California, solving puzzles 

that gradually uncover this mystery. At the same time, she begins to doubt 

her own saniry. wondering if this supposed conspiracy may be a hoax or a 
hallucination. 

The assignment to design an interpretative quest has twO components: 
a six-page wrinen paper combining features of a game design document and 

a traditional interpretative essay, as well as a small multimedia protory~ of 

one part of the game. The design document in an English class integrates 
a formal description of gameplay with the interpretation of a literary [eXL 

Students create a context in which meaning can emerge by des ign ing the 
Components of the quest, induding its spaces, NPCs, objects, and challenges. 

The design document should contain descriprions and analyses of these ele­

ments, including textual and contextual evidence explaining what they m~n 
as wel l as reflection on how the students' own interpretative perspectives help 

to create this meaning. 
Because of the role of space in shaping quests, adaptations of literary 

texts work best when the designer does not reproduce the events of the narra­
tive in a strictly linear fashion but instead recreates span's in which players can 

bring about some of these events and their meanings. Building on a fictional 

world already created by an author, the scudI'm translates these ~eograp.hic 
features into a world of ideas that can be explored by players. ThIS reqUIres 
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interpretative decisions, since a location such as the surrealist painting of Re­
medias Yaro's tower described in Thr Crying of Lor 49 could be read as 

• an emblem of Oedipa's inescapable: solipsism: 

• a foreshadowing of her escape through {he U~ of imagination: 

• a range of im c:rmedi:u e possibilit ies. 

Many of rhe most successfu l essays based their game concepts around 
spaces represented in Varo's an, since Pynchon prominently alludes to her 
painting "Embroidering Earth's Mamlc" as a recurren t metaphor in the novel. 
This topic helped to generate game: ideas because Varo's painting represents a 
dreamlike space: conducive to a quc:SI plot: a tower in wh ich a group of captive 
girls weaves a t2pesu)' rhat , paradoxically. contains the world. Moreover, the 
sequence of three paintings in the triptych that Pynchon al ludes 10 suggesLS 
me structure of a journey in three stages (approaching the dreamlike world, 
imprisonment, and escape), which provides the potemial oudine tor a quest. 

StudenLS produced three different analytical approaches [Q the thematic 
significance of these paintings and ,hree different ways of t': nacting these in­
terprerat ions in gameplay, all of them taking place within the metaphorical 
space ofVaro's paint ings. One student argued that the paintings suggest the 
mind's abili ty to escape (he confines of socially constructed reality through 
me higher reality of the imagination-the etymological meaning of the ~sur· 
rcal" as practiced by Yato. A second student used the space of the Yaro paint­
ing as the selling for a d ifferent game that takes the opposi te interpretative 
stance, in which the weaving of the tapestry refleCTS Oedipa's solipsistic en­
trapmenr within a real i£), entirely created by her own mind. A third student 
named Annie Neugebauer synthesized mese two interpretations, suggesting 
mat her game design will reward players who remain open to both surreal istic 
and solipsistic views of the space of the Yaro painting. In a highly nuanced 
thesis statement, this student writes, "If Oedipa could easily choose a side, 
she would then cease to touch the 'real world' that she so longs to fi nd--cre­
ating the paradox that as long as Oedipa looks for ' reali£),,' or tift, she lives 
in it; but as $Oon as she assumes she has found it, it ccases to exist for her" 
(Neugebauer). Neugebauer's thesis suggests one way in which visualizing Th( 
Crying of UI 49 spatially al lowed a student to develop stylistjcally nuanced 
and argumentatively self-conscious writing that was flexibly open to the idea 
of interpretative indeterminacy. 

O ther teachers could benefit from this result by allowing students to 
design spaces that map Ihe world of idc:as OniO simulated geographical space, 
includ ing imagined and artistic spaces within Ihe: work of litcralure, such as 
Jane Eyre's ambiguously emblematic paintings or Achilles' encyclopedically 
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engraved shield in TJu Iliad. Encouraging Sludenu to design these concep­
mal spaces as well as ~aClual" or " realistic~ locations within literary narra­
tives could also help accommod:m: literature from a variery of pt=riods TO th(' 
constraints ot role-playing roolscts, which ofTen fearure fantastic medieval 
landscap<:s rhat !end rhemselves TO allegory. 

Despit(' the richly multivalent signifying potential of sparial allegories. 
students who are adapting litel4ry works into interprerative quesrs need to 
k reminded that an awareness oflabyrilllhine indeterminacy should not be­
come an eXl:use for an urrer lack of interpretative commitment. In othu 
words. students should design Iheir spaces TO balance openness and rule-based 
constrai nt, olle of the rerunI'm fealures oflevel design advocated by Natkin. 
One cxample or the rationale: for this pedagogiClJ principle: appears in $IU­

dents' read ings of the end of Thr Cryillg ofLol 49, in which Oe:dipa confrollfs 
four "symmetrical" choice:s about the secret society she has been pursuing: 

• it is real; 
• it is a hallucination; 
• it is a hoax; 
• it is the hallucination ofa hoax (Pynchon 171). 

These choices resemble Ihe paThs Ihrough a labyrimh. each of which 
gives rise to further choices and multiple. disorienting endings. Thinking of 
The Crying of Lot 49 as the basis fo r an adventure or role-playing game. in 
which players oft('n explore labyrinths, led several 51udents to embrace this 
indeterminacy as an opportunity for the exploration of mulTiple meanings 
rather than to become frus traTed by it. 

However, students sometimes Tended [0 come to rest complacently in 
the image. or the labyrinth or 10 assert il dogmatically, often as a criticism of 
scholars who had developed rigorously sustained arguments about a particu­
lar interpretation. While these students were well-intentioned, they some­
times seemed to usc the image or the labyrinth as an excuse 10 avoid cr.lfting 
thei r own theses. as when one student wroTe that 'Through crating this 
game. I realize that the entire book, The CryingofLot 49, was JUSt a labyrinth 
itself!M Th is student's phrase Miust a labyrinthM suggests that she is saTisned 
with multiple interpretative paths r.lther than a single "nre~pretar i.o~ . Yet 
her suggestion that "the entire" book can be understood III thIS way IS Itself a 
tOTalizing argument that conuadicts her other idea; that m~lriple readers .can 
take different paths through Ihe text. Such a view sometimes r~ul~~. III a 
lack of interpretative focus, as students celebrated different readers abllll. l e~ to 
choose a path through the space of the quest without themselves co.mmltrlng 
to such a path. Th is tendency in some student essays serves as a rem inder that 
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simulated space is only one pan of a well-designed quest, which must also 
pose goal-oriented and rule-based challenges to the player in order to produce 
an immersive game and allow the enactment of meaning. 

Prototypes 

The prOtotypes that students made combined aspects of their individual de­
sign documents to form playable games through which players would enact 
the students' interpretations of a portion of the novel. Students worked dur­
ing four in-class game workshops and were instructed to meet twO to three 
urnes OUI of class. The inilial workshops were devoted primarily to planning 
and note-taking regarding the game concep[5, while 1:lIer workshops involved 
working with compulers in the classroom to make the games. 

There were four group projects in my class in which students used th ree 
different major software applications and a mixture of OIhtf programs. Stu­
dents produced two small but functional role-playing quests made with the 
Aurora Toolset. By mastering the menus and buttons of such a toolsel as wdl 
as a system of dragging and dropping objC{;ts. students were able [Q construct 
an explorable environment in a relativdy shon amount of time. A th ird 
group produced a web-based Alternate Realiry Game made using Dream­
weaver, Photoshop, and digital cameras. Another produced one part of a puz­
zle game in Macromedia Flash. This Wa!i the least successful project because 
Flash yidds the least sophisticated results without expertise and significant 
time investment, which meant that large amounts of student work translated 
into a rough final product. If J had me opponunity to do this assignment 
again, I might exdusivdy use the Aurora Toolset because it yid ds visibly ex­
ciring end results mat encourage students and because its HPlOi Wiz.ard~ and 
journal system are built entirdy around the ide.a of quests. Hence, I will focus 
primarily on the work of groups one and [Wo, who used the Aurora Toolset. 

Group one's prototype, called Otdipa's Qllm. centered around the 
"dreaming children" episode in Tlu Crying of un 49. in which Oedipa en­
counters a group of children warming themselves.at an Kim.aginary fire,~ who 
tdl her m.a{ they are "dre.aming the garhering" (Pynchon 118). After [hey do 
nor .answer her questions s.arisfaclOrily. Oedipa, HtO retal iate," stOpS "believing 
in them~ (Pynchon 119). To allow players to act out this scene, the students 
used the Aurora Toolset to build a small ciry with a town square. In this squ.are, 
they constructed a circle of runes to represent the hieroglyphic posthorns that 
the children have scrawled on the ground, along with an "imagin.at)' fire" 
m.ade of m.agic.al sparks (Pynchon 118). Around th is fi re they placed children 
and then scripted conversations for them, cfa ting dialogue Irct'S with mul-
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riple forking paths of possible interaction with the children. The srudents 
also gave the children invisibility spells so that they would disappear when 
attacked, thereby representing Oedipa's refus:tl ro believe in them. 

After this encounter, players could enter a rower that the students built 
in order to represent the environment of Remedios Yaro's "Embroidering 
Earth's Mantle" painting. The students furnished this space with mysterious 
and arcane objects, and then they placed an old man in the tower to represent 
Genghis Cohen, rhe stamp collector whom Oedipa encoumers JUSt before 
she sits down 10 await "the crying of lot 49" and the book's indeterminate 
ending in rhe auction room. Again using dialogue trees, the group scripted 
a conversation in which Cohen asks Oedipa to interpret her encounter with 
the children and gives her three possible answers: "solipsism," "surrealism," 
and "there is no answer. The point is to keep searching for the truth.~ The 
first two answers result in a rebuke from Cohen because of the player's ex­
cessive certainty in the Face of ambiguity, while the third response earns me 
player praise and encouragement to continue gaining knowledge by exploring 
further. Students were pleased with this final product, but they sometimes 
showed frustration when the toolset could not accommodate aspects of their 
design documenr, such as allowing players ro fill in blanks rather than select 
multiple choice answers in conversation. In future classes, an inrroduction to 
me capabilities of the toolset before students write the document would help 
to circumvent these disappointments. 

A second group used the Aurora Toolset to create the most extensive 
and functional protOtype of the class, the humorously tided Polar Invrrarity's 
Ovrrtly Symbolic Qursl. This prototype was highly creative and could actu­
aUy be played as a game, in part because the students made excellent use of 
the Aurora Toolset's "plot wizard" to create quest objectives without having 
to master a scripting language. This group built their project around a series 
of ~fetch quests, ~ in which players retrieve an item and bring it to anomer 
nonplayer character for a reward or to advance further in the game. Players 
of this group's game had to acquire a key from Pierce Inverarity to open an 
armoire containing a page from Tht Coun·rr's Tragtdy (a book discovered. by 
Oedipa in Tht Crying of Lot 49), which offers a clue 10 talk to a dreammg 
child from Chapter 5. 

The child sends the player to talk to the drunken sailor, wh~ asks 
me player to deliver a letter through the underground postal servIce or 
~W.A.S.T.E. system." After the player does this, the sailor gives the player a 
golden posthorn, which must be returned to Pierce Inverarity. Each of rhe 
nonplayer characters' dialogues gives some explanation of the significance of 
the player's tasks, which the student group clabontes on in rhe notes for 
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th~ir pr~senta[ion . The slUdents writC', MOur focus was on polar opposites in 
the novel. with an extreme emphasis on sacred and profane imag('$. This is 
reRectcd in our 5ening. charactcrs, and humor. n The studen lS thus organized 
their project around the religious subtcxt of Pynchon's novl:l, as first analyzed 
by Edward Mendelson in ~Thc Sacred, the Profane, and Th( Crying of Lot 
49." The game is nlled with clever allusions to the nove!. and (as its name 
suggcsrs) Strongly symbolic. 

However, the relationship bCNcen meaning and action in the second 
group's game is not as well inu:gra[(,·d as in Otdipa'r Q,JrJt. in part because the 
stUdents became: a litdc 100 immersed in rhe whimsical humor of their game. 
Srudents crea[~ a world in wh ich Pierce Inverarity has been uansformed into 
a polar bear, and random crealUres such as talking penguins periodically ap­
pear. Nevertheless, because the group also suove to be fa ithful to the details 
ofPynchon's text, they found that clements they originally imcnded 10 be hu­

morous acquired meaning within the context of chI: quest. Indeed, PYllchon's 
idea of a "high magic to low puns" suggests that his own aesthelic draws its 
power from seemingly absurd jokes that reveal serious themat ic implications 
upon a second look (Pynchon 129). Thus, the "polar" bear in the group's 
prototype led them to think aboU! "polar" opposi les running through the 
o rganization of their game, in which each object. c;:haracter, and sett ing has 
its mirrored, symmeuica1 counterpart. Kimbrell summarizes these students' 

work in the write-up for their group: 

We split Ihe g~raphy inlO two separate bUI equal pariS. Where one side 
has a very nice house. Ihe olher side has a slummy inn. One side has a 
nice garden with children and Rowers; the olher side comains ruins and 
skeletal remains. [ ... }The areas arc separated by the river. waler. a polar 
molecule. A single bridge connects Ihe twO, reprcseming how sacred and 
profane arc eternally linked within [he novel's universe. 

Chance puns on the word "polarH yield an organizational principle for the 
quest , in which the player must help an isolated, marginalized sailor to com­
municate through an underground postal box in the middle of town, thereby 
bridging the sacred and the profane both figura rively and literally. 

In addition ro this successful use of emblematic spaces, students wrote 
not only about the spaces of the quest but about its rulcs and challenges, in 
order 10 emphasize that a quCst is a goal-oriented se~rch for meaning rather 
than unfocused wandering through multiple interpretations. Classroom 
game design need not consist primarily of a set of rules that the instructor 
imposes upon II class in order to guide discussion; rather, students should be 
at least partially responsible for designing these rules if gaming is to fulfill the 
promise of imeractiviry. When studentS suPPOrted their ideas about game-
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play with interpretative analyses of the book, they produced a comext for 
meaning that was both creative and imerpretative. 

For ex,lmple, Jason Kimbrell designed an actiOn game about Pynchon's 

use of Jungian shadow archetypes. In th is game, players would have not only 
standard combat moves but alsu an "imerpre['" move, akin to the "combo'" or 

"finishing" moves in manial :ms games. The jmrrpret move would givr char­

acters the opportun ity to experience sympathy for a demonized and shadowy 
Other, thereby hum;mi;:ing an enemy instead of defeating it, Kimbrell writes: 

A:; mcmil'S in the gam~. the Shadow will be pomayt""d aI monSlcrs. Oc­
dipa has cwo option~ while fighting these crcatlUl'S. She can kill them. 
lik~ a normal aerion gam~. or she can 'illterpr~t ' them. Once she initiates 
the command. a quick cUl-scenl' plays revealing the monster as a human 
being and Oedipa learns a special move specific to that monster. The 
downside to thi.1 is lhal imnprcration hal a high fail rate , which makes 
~Kecll!ion difficult. (Kimbrell 2006) 

Kimbrell thus retained the challenge and violence of the typical "kill quest~ in 

gameplay that required players to enact subtle, postmodern. and self-reAectivc 

ideas aboU! tolerance for the demonized Other. His gameplay is metaimeprr­

tadve, introducing interpretation as itself a move in the game. but one that is 
rendered not only as an abstract cognirive maneuver but a.~ a difficult ~combo 
move" in a well-designed martial arts combat game. Instructors uncomfon­

able with the violence of video games or who seek to encourage readings of 
bloody epics and romances through the more reflect ive lens of postw/onial 

or feminist theory could use this srudent's idea as a templare for alternat ive 

approaches to Browuij the Arthurian legends, or any text that prominently 
features a prmagonist challenged with slaying a monStrous Other. 

Furrher inquiry into the theory and pract ice of quest design will allow 

literary scholars, games researchers, and game designers ro find linkages 
between a tradition of games extend ing from Killg's Qum to Thr E/­
drr Scrolls IV Oblivion, as well a.<; from Homer's Thr Odyssry to Thr 
Crying of Lot 49. As the academic study of games matures, the study of 
quests offers a possible bridge between games and narratives tha t can help 

us to progress beyond the divisive ludology versus narrarology debate 

without losing sight of the venerable, implied questions a.bout ill!erpretati~e 
freedom, imaginat ion. and the human search for meanlllg that made thiS 

debate so fierce in the first place. 
Mo reover, further research into the history and theory of quests can 

take its place among a variet}' of studies of part icular game genres .that emerge 

as new media researchers move pa.<;t the fim discipline-foundillg. steps ~f 
game studies and into the specific inquiries that will bear the frull of th IS 
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discipline. The importance of studying quests specifically can only increase 
as MMORPGs and RPGs for the next-generation consoles boas[ of quest 
systems that contain thousands of side quests, often interlaced wi[h an epic 
main quest whose dramatic sweep s(ill corresponds to the ancienr model of 
the hero's journey. 

Because quests are also a structural paradigm that connects hundreds 
of literary works from myriad periods and genres, pedagogical applications 
of quests can potentially benefit humanities teachers in a broad range of edu­
cational situations. These applications could range from honors seminars in­
uoducing students to ancient epics, to thematic classes about the relationship 
berween new media and literature, to single-author "major figures" courses 
on amhors as diverse as Edmund Spenser and Thomas Pynchon . The most 
productive questions about quests may come from a design perspective, ad­
dressing the issue of how to relate theoretical understandings of quests to 
their enactment in gameplay. Since quests operate as a formal suucture in 
narrative and an activity in games, the adaptation of narratives into games re­
quires not JUSt a theoretical consideration of in teract ivity but of the practical 
action that scholars, educators, and designers can themselves take in order to 
produce this interactivity. We should ask ourselves what technological skill­
sets might be required in order to produce meaningful action in games, and 
how we might usc strategies derived from the literal)' uadition of quest games 
to create this action. 



Strategies for Credtive Quest Design 

If adapting a narr-Jtivc into a quest gam~ can invoh'e modifyi ng game me­
chanics through script ing as well as actualizing the potential intcractivity of 
a printed texl. this potclUial fo r creative innovation within preexisting nar­
radves and games taises the question of whetht"r d~signers might usc similar 
ideas to cre;ue thei r own quests. Would it h~ possible to create t-qually mean­
ingful action withou t necessar ily 3dapting a lit er~ ry text likt.> Sir Gawaill alld 
rhr Crull Kllight, T/'r F(I(rir Quem, or 71J( Crying of LOf 49? The answer is 
yes; what we gain from studying the history and theory of both quesr games 
~nd quest narratives is actually a set of strategies fo r designing meaningful 
action. These srrategies un bur do nor have 10 depend on a ptttxisting 
literary narrative. Rather, designers may usc rhese techniques to illlervene 
within the lore or mythos of a fictional world, including a world of their own 
. . 
JIlvenrJon . 

Both thest" st ra tegies and the practical skills associated with them can 
operate within a variety of coo texts, whether the work is done by indepen­
dent studios or by slUdems srudying game design as a form of creative writ­
ing. Modding leams like Dragonlallce Adventures and Rogue Dao Studios 
arc increasingly using the Aurora Toolset and NWN2 Toolsct to build profes­
sionally polished modules with vast amounu of custom conteOf, which can 
then be widely distributed. A similar commercial project. Th( Wiu/'rl", was 
produced by a Polish team using an overhau led version of the Aurora Toolset 
licensed from Bioware. Modding is, in effect, becoming a form of inde~n­
dem game design, with NrvrrwinuT Nighu modules competing in Ihe most 
recent Independent Games Fcstival. 

In order to usc the material in chis book withi n such contexts, the his­
tory and theory of questS can be distilled into four strategia for creative quat 
daign. 

I. Create a dream-like, surreal space that both immerses players 
in a world of ideas and offers a sense of challenge and progres­
sion berween the starting poim and Ihe goal of a quest. 

2. Design symbolic objects that both function wilhin gameplay 
and reveal portions of a fragmented Story. sometimes dispersed 
th rough the game world according to the principle of the Mrod. 

of seven parts." 
3. Develop cha racters who serve crucial filll~tions in giving. help-­

ing, or impeding quests. Supply them WLth sparse but memo­
n.ble dialogue that motivates the player to embark on quem 
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but also offers some choice as to which tasks to accept and how 
to perform them. 

4. Script meaningful interactions that allow players to overcome 
challenges through strategic gameplay [hat also conveys ideas, 
such as the magic system of EurnaJ Darknesr or the virtue sys­
tem of the Ultima games. 

(jive Barker and Quest Desifll in dIe Itltuactive Parallel Universe 

To most fully realize these strategies for creating innovative quest games, W (; 

should turn not only to the history of such games but [0 their future as well. 
In the keynote: address enti tled "The Inreractive Parallel Universe,» given at 
the 2007 Hollywood and Games Summit, novelist and game designer Clive 
Barker insisted upon the potential of game design as an expressive medium 
for creative artists of all types. Barker repeatedly paraphrased the poet and 
mystic William Blake, whose character Los declares in the poem jentsaltm 
that '" must Create a System or be Enslav'd by another man's" (152). Batker 
gave his own gaming spin to this dictum, revising it to "create your own laws 
or be enslaved by another man's," encouraging both designers and players to 

break preconceived rules of the artistic status or potential of games in order 
to reach "undteamed·of territories unique to the medium." 

Barker epitomizes the potential for creative interplay between quest 
games and quest narratives. He has executed both quest narratives and quest 
games as well as exploring strategies for creating one on the basis of the other. 
In an interview about his quest-based horror game Undying, Barker was spe­
cificallyasked about the role of quests in games and narratives. Asked wheth­
er he still believed that quests were nonlinear and circular because of the 
protagonist's progress from external to internal wisdom, Barker responded, 
"I still believe that. , certainly believe that quests are dearly nonlinear narra­
tives. There's also very plainly [ ... 1 the idea about the pursuit ofknowledgc, 
which begins as ourward knowledge bur ends as inward knowledge. It's cer­
tainly something we talked about as far as this game is concerned" (Twelkerl. 
Barker's definition of a quest as a "nonlinear narrative" is complex, since he 
has written linear narratives, designed nonlinear quests in games, and helped 
adapt one into the other. For example, he describes his novel Imajica as a 
~spjritual quest story" and Evt7'ville as a "dream-quest" (Ptoplt Onlint, Bacall. 
These quest narratives are linear tales of characters voyaging through alternate 
realities, yet the potentia! nonlineariry of their branching paths becomes actu­
alized in the games related to these narratives. 

Because of these artistic experiences, Barker offers useful reflections on 
questS from the perspective of a storyteller and a designer. In addition to 



Undying, he is now at work wim the game company Codema.ners (Q produce 
a horror game called ,"jtho about what Chris Marlowe of me Hf)/iywooJ 
Rtporur Ot/lint caJis a ~perilous quest to reach the innermost chambu of a 
mYSlerious place c.alled Jericho, wherein lurks evil incarnate," 

What makes this game design project both unusu~ and relevant to 
those designing their own quests or adapting a precxisring fictional world is 
mar Barker is quite literally filling in me vps of his own 1987 novel, Wto.<l'W'· 

world. Jericho will require players to navigate through a labyrinthine dry 
called Al·K.hali, consisting of Hwalk within walls within walk~ like Russian 
dolls (Marlowe) . Yet, as Barker explains, his nfSl fiCtionalized description of 
the vast swath of Saharan desert called the Rub' al·K.hali, or ~Empry Quar· 
ter, ~ appeared in Wtawworld. Barker clarifies, "I've acrually had the idea for 
this game \Jericho] for a long time. The Rub' al-Khali, which is where the 
game takes pLact', W2S in Wtavtworl4, but it occupies maybe 50 pages of that 
SOO-page book, so 1 knew I'd have to go back to this plact'~ (Scmd). Indeed, 
{ht' Rub' al·Khali as described in Wravtworl4 is a vast void surrounded by 
walls, with only the outiint's of a paradise that would dimly appear and then 
disappear. While literary critics such as Wolfgang lser have claimt'<! that read­
ers fill in tht' gaps of texts through mt'ir imagination. Barker goes funher by 
suggesting that he himself can begin to fill in the vps of a formn text in a 
game format , using the game to allow players (Q aplore various paths that the 
author did not take (Iser 1-45). 

In addition to filling in the gaps of a former narrat;vt' spatially, Bark· 
er suggests that games can open up paths that had (Q be clost'<! off whllt' 
constructing the single linear narrative of a novd. As Daemon Hadidd's 
IGN article on Jrricho explains, ~ Barkt'r was drawn by a vidt'Ogame's poten­
tial to allow the player to explore many paths in a story. ratht'r than the one 
puh viewt'rs experience in a book or movie.· Indeed, when describing the 
transformation of his sdf·described quest narrative of Ima}ica into a collect­
ible card game in (he srylt' of Magic: TJu Gathmng, Barker sccs me abiliry to 
open up closed.off paths as a «glorious undoing" of his own work, a reversal 
of the novel's multiple possibilities into the final path of the complett'<! ~k 
in which "the roads which I chose not to take in (ht' book are onct' mort' lYall­
able for the travding." Barkt'( views this process as a matter of reintroduc­
ing play into the narrative in al l of its senses, including strategic calculation, 
chance, and spiritual cdt'br2tion of creativity. 

~estinr in [he Tronsmcdia MIlIciVUSl-
Multimedia artists like Clive Barker operate in a media landscape that is in­
creasingly tending toward what Henry Jenkins has called ~transmed.ia ere-
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3tivity, in which multiple media like movies, games, and graphic novels con­
verge to produce rdated storytdling or entertainment experiences. Geotfrey 
Long has theorized one application of this principle as "nansmedia storytell­

ing," which involves deliberately making use of the imaginative gaps created 
by plot holes in a story. These gaps can then be filled by telling other pam of 
the Story in parallel media. 

Extending this idea metaphorically, a game can becomt: an alternate 
universe or parallel dimension to linear narrative mediums, allowing play­
ers to explore the implications of a mythology in idiosyncratic and personal 
ways. Barker eloquently expresses this relat ionsh ip becv.'cen interpretative 
and configurative playas well as between literature and gaming when he 
praises games fOf theif "length," "complt'xity," and "elaboration of mythol­
ogy." He explains, "Games are literary. A well-constructed game is a puzzle, 
a Story, a philosophy. When people walk in to a theatcr, the samt' movie plays 
for everyone. But games can reflect your personal tastes and shape Ihcmselves 
to you the way a novel does" (Semel). Quest games and quest narra tives are 
powerful tools for artists working within the rransmedia environment that 
Barker celebrates. Indeed, many classic queSIS games. like Tilt Bllrdi Talt III 
and Ultima Undtrworfd II. require players to voyage through multiple alter­
nate dimensions that consri[Ute not JUSt a universe but a "multiverse." Quest 
design is not only a matter of adapting narrative material, but of exploring 
an "interactive parallel universe" that exists alongside the work of fiCTion, or 
a dreamworld alongside its waking reality. In seeking to real ize the fullest 
future potential of quests in games and narratives, we may increasingly find 
ourselves questing within a rransmedia muitiverse. 



This appendix discussc:s the NWN2 roolS(t, which was included with thc 
rolc*playing game Nl'lxrwi"'rr Nights 2, rclt:asM in 2006. Thc NWN2 Tool­
S(t is a rdinemem and cxu:nsion of the Auror:a wolser r:l(her than a radical 
break with it. Every exercise, theory, and tutorial in the main section of the 
book can Ix- completed using the AUTOn Toolst"t. At the same time, me 
NWN2 Toolset builds upon [he Auror-.!. Toolset, ufltcing a few flew features 
ma[ rdiect adv:mces in technology as wdl as:1.O imerf.tce fC'finrd by long years 
of development. 

Because technologies progres.s quickly, it is worthwhile to know about 
the new fe:nures of the NWN2 toolset, both for practical purpost"s if one has 
access to it and for theoret ical understanding of the technical resources un* 
derlying cOlUemporary quest design. The relat ionship among all the compo­
nents of the queS! is made possible by the toolset that helps designers arrange 
these dements. Toolset inrerfaces and assets ace s ha~ by the tht'Oretical 
undemandings of designers, which arc in wrn consuained by the form of 
the lOol5("t. 

Because of this interrelationship between technology and theory, the 
appendix follows the overall pattern of the book, discussing strategies for dc* 
signing the spaces, objectS, and challenges thai produce meaningful aCiion in 
quests. While ,he NWN2 toolset has new feawJ"eS, I am focusi ng only on 
mose that are rdevant lO designing more sophiniclted and expressive quests. 
These new features are: 

• a shift from tile-based level design lO terrain mapping and 

• 
• 

textunng; 
increasing cusromil.lltion ofN PCs; 
a streamlined conversation editor that smooths the workflow of 
quest design by accepting input from parameters. 

For the purposes of this appendix, I will reference a module I am building 
based on T~ Fa~rir Quun called "Rcdcrosse Knight's Qucst.

M 

This is an 
extension of the Fatrit Quun exercises throughout the main text. 

Constructing- an Ar~ in the NVvN2 Toolset 

I. Sclect File _ New _ Area from (he dropdown menu at the up-
• •• 

per left hand side of the screen. Choose area type as exterior. 
There is no need to select a panicular landscape type. bcausc 
exterior areas are built by shaping and texturing terrain with 
brushes ramer than snapping together tiles. 
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2. Press the Day/Night button and select the preferred lighting 
for your (ime of day. For example, in the Redcrosse Knight's 
battle with the dragon, I want the area to have an ominous, 
reddish tint, for which sunset lighting is perfecL 

3 . Locate the "8lueprintsH window at the righr hand side of the 
screen. Detach it from the background of the toolset by left­
clicking on [he dots at the top of the window. Enlarge it by 
dragging any of its edges. {One of the virtues and difficult ies 
of the NWN2 Toolset in comparison to its predecessor is the 
way that its workspace can be customized. This allows you 
to arrange windows in a pattern that best fits your own work 
habits, but it also means that you can sometimes lose track of 
a key window by hiding it or shrinking it down. If this hap­
pens, selecr View - Options - Windows; then press (he Reset 
bunon and OK. Close and restart your toolset, and all of the 
windows will be back in rheir default positions. I ) 

4. Select "Placeables" from the "Blueprints" window, and press 
[he" + H button to maximize the group of objects (ha( suits your 
needs. For example, in the Redcrosse Knight's Quest module, 
I need ro represent Una's parents' kingdom as laid waste by the 
dragon , so I will place many items, such as "ruins," a "broken 
tower," and "a burned barn. H To place architecmre in an eue­
rior area, select "Building Props." Select a placeable by clicking 
on it. A "ghosted" (semitransparent) version of this objecr will 
appear on your cursor, and you can "paint" an instance of it 
down by clicking once. 

Important: To remove Ihis object fro m your cursor after paint­
ing an instance of it, press "esc." Otherwise, you will paint ­
many inSlances down because the placeable will be "s[UckH to 
your cursor and will be painted each time you left-click. 

5. To raise land, lower land, or add water to your area, you need 
to select the "Terrain" tab, next to rhe "blueprints" tab at the 
bottom of the ~ Blueprints" window. This will bring up four 
buuons ("Terrain," "Texturing," "Grass," and "Water"). Press 
the "Terrain" button, and you will bring up eight buttons con­
trolling eight brushes, of which the easiest three to master are 
"Raise," "Lower, " and "Flatten. H To use one of these brushes, 
left-click and hold on an area of terrain that you want to shape. 
The longer you hold, the more effect you will have on (he land, 
through shaping a deeper hole or a higher hill. The three slid-
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er~ and boxes directly under the word ~brushH allow you (0 

adjust the shape of the "brush, K indicated onsereen by a circle 
within cirde. ~Size" adjusts the overall diameter of the circles. 

Creating NP(s in the N\l\lN2 Toolset 

I. Click on the "crearure" button in the uBlueprints" window. 
2. Right-click in the white space of this window and ~Iecl ~copy 

blueprint" from the drop-down menu. Select a crC".d.rure of the 
type that you want to create, such as a ~human" (or an Helf," 
since many characters in Tilt Ff1trit QlIltll arc elfin); then drag 
to "module." A new blueprint of the name Hhuman K will ap­
pear in boJdf.1ce at the end of the lisl of creatures in the cat­
egory you have selected. Right-dick this new blueprint and 
select "rename" to give it a unique identifier, such as HUna. " 
Cre3ting a creature by copying a blueprint and then modiJYing 
the creaTure's traits is a good practice, since creatures created 
from scraTch lend to be missing many useful default features, 
such as STandard scripts for responding to an3cks. 

3. In the Hproperties" window, dick on the Ka ppearanceft line to 
select The racial form of your character, ranging from human to 

dragon to everything in between. 
4. Each of the lines in this window allows you to customize one 

aspect of the NPC. You cannot modiJY individual body parts, 
though you can customize Ihe face and facial hair by ~lecting 
various numbers in these lines. To change any feature of the 
NPC, left-click on the line associated with this trait, which will 
bring up a new menu or window that allows you to change as­
pects of the character. These lines are the equivalent of the tabs 
and boxes in the Aurora Toolset, updated to give the windows 
a more compressed appearance. 

For the purposes of quests, the two most imporrant features of these 
blueprims are the "conversation" window and the HinventoryK window. 
NPCs often serve either as "quest givers" who initiate a task and then reward 
the player when il is completed or as "donorsK who give an imponant item 
needed to complete the quest. These functions depend upon the objects that 
the NPCs have to give, ei ther as rewards or as tools. 

Moreover, the visual appearance of a character frequently identifies his 
or her role in the quest, and the easiest way to modiJY the "costume" of an 
NPC is to assign objects to his or her inventory. To do this in the NWN2 
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Toolsct, dick (he "invemory" tab and then push the "edit" button. A new 
invemory window will open with three areas: a space that displays items in 
the NPC's invemory. :l $e l of expandable list of al l possible items within the 
game, and a SCt of slots on the right hand side of the screen. To assign items 
to an NPC. select them and drag rh(' rn into the appropriate sluts, which in­
dicate the placement of hems on various pans of the body, such as "head," 
"chest," and "right hand," 

5. The advantage of the NWN2 Toolset over its pr~ecessor in 
NPC creation is the finely nuanced ability to {Weak the appear­
ance :md ro mres of the characler. rather th:m choosing from a 
set of predefined appearances. T his allows designers to crate 
an NPC whose form fits his function in gameplay, as well as to 

adapt the details of a literary teX[ with great accuracy. Dragging 
a runic OntO the "chest" of a human character can give him the 
appearance of nobility, and putting a golden circlet on his head 
can elevate a nobleman [0 the appearance of a king. Combin­
ing the "human, old, melancholy" soundset with great age and 
a very low constitution (as well as some severe ai lments) allows 
designers to create Anfortas, rhe Fisher King of [he G rail cycle, 
whose appearance and auributes will inspire a player [0 want to 
heal him. 

Quest Workflow in the NVvN2 Toolset 

Quests in NWN2 arc constructed in much the same way as in the Aurora 
Toolset, but there arc some refinements in the journal, conversation editor, 
and scripting system thar make the workflow a little more streamlined. 

I. The hearr of the quest system is the journal edi tor, which you 
open by sel«ting ~view," then ~journal," then Kmodule. ~ 

2. Right-dick on the node labeled ~root" and drag the menu to ~add 
category" to designate a category in the journal fo r a quest. 

3. In the "journal category" box at the bottom of the .screen, 611 in 
the "name" line with the title of your quest as you would like it 
to appear in the player's journal, such as "slay the dragon." 

4. Give the quest a priority ranging from ~ low" co "high," assign 
the amount of experience you would like the player to receive 
from completing the quest, and give the quest a unique tag. 

5. To fill in specific journal entries for each quest, right-click on 
the category node and select "add entry." Each entry will be 
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one thread in the network of quests that constitutes your mod­
ule, either as a main quest that drives forward the storyline 
~f the game or a side quest ,hat grants players eXpc'rience or 
Items. 

6. In the journal entry box at the boltom of the screen, add a 
number for the journal, preferably in increments of I 0 or 20 in 
order to have room to add entries in between. 

7. In the small squate box at the right side of the screen, under 
the "editscreenref" bulton, fill in the text that should be in each 
journal entry at each stage in the quest. 

8. When you have entered all the entries for each journal category, 
open the conversation editor by clicking on the "area contents~ 
tab followed by the "conversations" tab. Click anywhere in 
the blank white space that appears below "conversations"; [hen 
drag the menu to "add." The new conversation will appnr as 
"conversation I , H and you can rename it by right-clicking on it 
and ryping a unique name over [he generic one. 

9. Right~click on ~root"; then drag to "addH to create a new con­
versation node, which is the first one that the NPC will speak 
when greeting the player. Right-click on this node and drag 
to "add" again in order to attach a player charaCter's response. 
As in the Aurora Toolset, conversations consist of alternating 
nodes between PCS and NPCs. You create multiple possible 
PC responses by attaching several PC branches to the same 
NPC node. Moreover, you can attach nodes at different "lev­
els" of a conversation to create larger branches that deal with 
radically different topics and minor forks that discuss nuances 
or variants of specific topics. 

In terms of overall quest Row, three of the four tabs at the left bottom of the 
screen are extremely important: "conditions," "actions,H and "node." 

• "ConditionsH regulates under what circumstances a con­
versation node will appear by applying variow scripts 
that check for variables in the game state, such as whether 
a PC is carrying an objeCt or whether a local integer has 
been set to a parricular value. In terms of quest flow, 
the most important condition to check is whether ~he 
journal has updated to a certain stage. To attach a senpt 
that performs this function, click the conditions tab and 
the word "addH above the green box at the bottom of 
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the screen. T hen, under the "script" box. d rag the menu 
down to "gc_journal_cmry. ~ Press the "refresh" bunon 
[0 the right of {his box to bring up boxes fo r entering 
parameters 10 be passed to the script. 

This ability 10 pass paramClC~rs into scripts is one of the 
most use:ful new featu res of the NWN2Toolset, because it 
allows designers [0 "feed~ ~rlain values (such as num~rs 
and tags) into scripts withou t havi ng to rewrite or copy the 
scripts each ti me. In the case of the "gc_iournal_cntry" 
script, the two parameters required are "sQueStT.1g" {{he 
tag that you assigned lO the journal ClIH:gOry of the quest} 
and "sCheck" (the number of the journal entry th:u m ust 
be rcachro before the convers;uion node fires). Si milarly 
useful prewrim:n scripts include "gcchcc,,"-itt'm, ~ which 
checks for a panicular item in the PC's invcntory (or that 
of her parry members) through thc pammtter "s hem" 
(the item tag). Fetch quests can be easily constructed by 
atraching this script to a node with the ~condi tions" mb. 
T here is also a script specifically designed to check for 
the: quest state that the PC or any parry members have 
reached, diffe ring fro m the "gc-iourn:ll_e:ntry" n:ript in 
that ~ <" or M," signs can be used to check whethe:r the 
quest state is any value greater than or less than:l particu­
lar integer. Any script with a name begin ning in "gc" can 
be used to check for a conditional that must retu rn Hue 
before: a conve: rs;uion node will fire:, if the appropriate: 
parameters arc entered. 

• MAnions" determines what will occur after each conversa­
tion node fires. such as when an NPC gives the PC an 
item as a reward . Prewritten scripts fo r standard actions 
associated wi th conversation nodes have names beginning 
in "ga," such as "ga-e;ive_item." This script is frequently 
used in the fi nal "reward" stage of a quest 10 give an item 
indicated by the parameter "s Template," which consisu 
of the item's blueprint ResRcf. 

• "Node" comrols many aspects of a particular branch in 
the conversation related to NWN2's advanced system of 
displaying conversations in cinematic cut-scenes, such 
as what animation occurs as a PC speaks or the camera 
angle from which the conversation appears. For the pur-
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poses of qut.-sr Aow, the box labeled ~Ques t ~ in the node' 
properties is extremely useful, sinc(' it allows designers 
to sp('ciry a journal category and entry number that the' 
journal will auromatically be advanced to alter the dia­
logue nodl" firt'"s. 

10. QUl"st progress can be registered in the NWN2 Toolk! !hrough 
a combin<Hion of journal entries and convt'rsation nodes with 
conditions. actions. and "Quest" settings ellat bump the qUe'st 
forward to the next appropriate journal ('JUry when ,he player 
has accompl ished designated tasks. At the same time. many 
subqut'"sts can involve more sophistic:ntd forms of quest pro­
grt'ssion that rcquirl' setting local variables and a variety of 
other scri pting functions, In addition 10 fetch queSl$ and kill 
quests. NWN2 is particularly :llllenab!t' to I.jUl·StS that involve 
:1C(ivating a specified number of placl'able itl'ms. In the offi­
cial c:ullpaign, the pbyer must aC(ivate five lIetharn statues to 
perform a ritual of purification that grants him special abilities, 
and the progress of this quest is trackt'"d in the journal. An­
mhl"r queSt asks pl:1yers to activate nine statues beneath Castle 
N .... v .... r ,1Ild answ .... r their riddles, with right and wrong answers 
either lessening or increasing the number of monsters, 

Similar quests can be created fairly easily by 3naching scripts 10 the 
~OnUsed" handle of a placeable object such as an alt:lr or 3 SI~tue, For exam­
ple. one quest in my module involves the plaYl"r 3S Redcros~ Knighl trying 
to activate seven alrars, each of which intones an (.'I'il ch~nt and summons a 
monster to b .... defeated. These altars are placed at the end of each corridor in 
a dungeon in the shape of a monster with scv .... n heads, alluding to the seven­
h .... aded beast of the biblical book of Revelations that Spenser associates with 
Roman Catholicism and idolatry. Wh .... n all seven altars have been activated, 
th ........ vi l wizard Archimago appears in the center of the maIl"", A variable used 
as a .. count .... r" tracks the number of altars OUt of the required seven thai have 
been activated and updates the journal accordingly, 

This Counter must be set by retrieving the number of altars activaled 
so far and adding one to them, programmed as "n = n + I". A counter in 
the form of a local variable works well because selling a spl.'cific quest stage 
attached to each altar would require the player to find the altars in a par­
ticular linear sequence, A more Rexible and nonlinear scrip! would use a 
.. switch-cas .... " srrucru~ 10 [est the number of altars acrivaled and then provide 
th .... appropriate journal entry: ~x OUI of7 altars have been activ.;lled.

M 

The 
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functions "'CreareObjecr," ~ApplyEffe<:t," and "PlaySound" all add a level of 
dynamic responsiveness 10 the quest in addition to setting local variables and 
journal updates. The script for this quest should be placed in the "Oo Used" 
handle of each altar and read as follows: 

void. _in (1 

II Scripting a quest to activate sevan altars 

/1 If the player hasn ' t activated an altar yet , the local 
II variable " numberofaltar •• ctivated" 

II will return 0, which is what we want it to do. 

( 

int ~tar. _ GetLocaltnt (GetModule(). 

" numberofaltarllactivated" ) ; 

II Check if this altar has already been activated . If it 
1/ haa not , activate it and update the journal. 

int nActivated _ GetLocallnt (OBJECT_SELF, 

" alreadyactivatedNl ; 

if (nActivated ~ 0) 

( 

nAltara = nAltars + 1; 

II Check how many altars have been sctivated and update 
II the journal accordingly . Spawn in a creature when 
II each altar is activated . 
II Now set the new value of nAltars as a local variable 
II so that the next script will know how many altars 
II have been activated . 
SetLocallnt (GetModule(), "numberofaltarsactivatedn

, 

altars) ; 

object oPC = GetLsstU.edBy() ; 
location lSpawn ~ GetLocation (ope); 

s.itch (nAltars) 
( 

caee 1: 

Add.TournalQueetEntry( "altara", 10 , ope); 
CreateObject (OBJECT_TYPE_CREATURE, "c_ekeleton", 

lSpawn , TRUE) ; 

break; 
caae 2 : 
Add,TournalQuestEntry ("altars", 20, ope); 
Cr.ateebject (OBJECT_TYPE_CREATORE, "c skeleton~, 

lSpawn , TRUE) ; 
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I 

break ; 

c ase 3 : 

AddJournalQue.tEntry( "altar. ", 30 , oPC) ; 

CreateObject (OBJECT TYPE CJ.I:A'l"URI: "c .keletoft" - - ' - , 
lSpawn , TRUE) : 

break : 

cas e 4 : 

AddJournalQuestEntry{ "altar. ", 40 , oPC) : 

CreateObj e c t (OBJECT_TYPI:_CRl:ATOlI: , "c_ekeleton" , 
l Spawn , TRUE) ; 

break ; 

c ase 5 : 

Add.TournalQue. tEntry( "altar.", 50 , oPC); 

CresteObj e c t (O~_TYPE_CRl:A'l'URI , " c_akaleton", 
l Spawn , TRUE ); 

break ; 

case 6 : 

AddJ ournalQuestEntry{"altara", 60 , oPC) ; 

CreateObjact (OBJECT_TYPE_ CR&A'l'URI: , " c_akeletoa", 

l Spawn , TRUE) ; 

break ; 

case 7: 

AddJournalQuestEntry( "altara", 70 , oPC) ; 

// Becauae all seven altar. have been activat.d, 
II spawn in Archilllaqo at the center of the dunv.on . 

l ocati on larchimaqotarget _ GetLoeation 

(GetWaypointBy'l'all ("archilllavowaypoint" " : 

Cre ateabj e c t (OBJECT_'l'YPE_CREA'l'UU , "areh~vo", 

larch~qotarllet , FALSE) : 

1/ Play an evil portal lound "h.n Archl.a90 is 
/ 1 summoned . 

PlaySound C"al_ D9-POrta14 " , ; 
break ; 

// Now set a l ocal variable to stora the fact that th.la 
1/ altar ha. been activated., 

II 10 that tha player can' t keep activatil'l9 it aM 
1/ qettinq more journal entri.a . 

SatLocalInt {OBJECT_SELF , "alra.dyactivated", 1' : 
II And apply a per anent red 1I10w to the altar 110 that 
II the player can tall which ones ha_ bun acti ... ated . 
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effec t .ReaGlow = EffectVisualEffec t 

{VFX_DUR_LIGHT_RED_IOI ; 
ApplyEffec tToOb j e c t (DURATION_TYPE_PERMANENT , 

ea.dGlov , OBJECT_SELF); 
/1 Play t he s ound o f magic al chanting to alert the 
II player that the altar has been a c tivated. 

PlaySound (" al_l1I9'_chntmagicl"); 

1/ If the altar has already bee n activate d , do nothing 
/1 and t e ll the player why. 

elae 
( 

} 

ob j ect oPC ~ GetLas t UsedBy( l ; 
Se ndMeas &geToPC(oPC , 

" This altar has already been activate d ."); 

Notes 

'This tip comes from Gilthonym's ~Don't Panic~ tutorials. 



Sir Gawain and the Green KnirfJc 

Books I and II 
Tr.l.llsladon by r .ml DC3ne 
Sir Gawain translation copyright C 1997-2000 Paul Deane. Available on the web at 
Forgonen Ground Regainc:d, hnp:llwww.a1Jircr:nion.net. Reprint«i by permw;on. 

Historical Pro/CX{llt 

(I) 

The siege and assaull having ceased at Troy 
as its blazing banlcmcnu blackened to ash, 
the man who had planned and ploned that treason 
had trial tnough fot the- IrUt'S1 traitor! 
Then Aeneas the prince and his honored line 
plundered provinces and held in {heir power 
nearly alllhc wealth of the WClilcrn isles. 
Thus Romulus swiftly uriving at Rome 
SCts up ,hat city and in swelling pride 
gives it his name, the name: it now Dears; 
and in Tuscany Tirius raises up towns, 
and in Lombardy Langobcrdc settles the land, 
:lnd far pout rhe French coast Felix Brutus 
founds Brit.ain on broad hills, and so bright hopes 
begin, 

where wonders, W:US, misfonune 
and troubled rimes have been, 
where bliss and blind confusion 
have come and gone again. 

(2) 

From me founding of Britain by this brave prince. 
bold men have bred there, burning for war, 
stirring up turmoil through the turning years. 
More wonders in the world have been witnessed here 
than anywhere else fro m that age forward . 
Bur of all who were crowned kings over Briwn 
the mosl honor was Arthur's, as old [alCSICJl. 
So I mean 10 make known a marvel on earth. 
an ilSlonishing sighl. as some men would c:all iI, 
an extraordinary exploit among Armur's wonders. 
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Listen 10 this by for a litdc: while: 
and as townsmen tell il. so this talc: will trip 
along, 

a story pinned in patterns 
steadfast. steady, strong: 
aligned in linking lettc« 
as folk have: loved so long. 

Book /: Christmas in Camelot 

(3) 

One: Christmas in CamelOt King Arthur sal 
at ~ with his lords and loy;a.l licgc:mc:n 
arranged as brothers round the: Round Table:. 
Their rc:ddess jokcs rang about th.u rich hill 
till they turncd from the: table: to the tournament field 
and joUSted like: gentlemen with lancd and laughs, 
then Hooped to court in a <=oUing crowd. 
For the: feast lasted a fulllift~n days 
of meals and merriment (as much as could fit.) 
Such gay glee mwt gladden the: ear -
by day what a din, :HId dancing by night! 
The hills and chambers were: heaped with happy 
lords and ladies as high. as you like! 
Thefe they were gathered with a11thc: world's goodness: 
knights as kind as Christ himself, 
ladies as lovely:u rver have: lived, 
and the noblest Icing our nation has known. 
They were: ye:t in the: pride:, in the: prime: of their youth, 
and filled 

as full of he:ave:n's blessing 
as the: king had stre:ngth of will. 
And mighty me:n surpassing 
all were g.nhered on that hill. 

(' ) 

While the year was as young as New Years QJl be: 
the dais was prepared for a double feast . 
The king and his company came in together 
when mtiS had been chanted; and the chapel emptied 
as clergy and commons alike cried out, 
-Nod! Nod!- again and again. 



And the lords ran around loaded widi parcels, 
palms extended to pass out presents, 
or crowded toger/ia comparing gifts. 
The ladies laughed when thcy 10SI al a game 
(tha11he winner was wilting, you may well believer) 
Round Ihey milled in a merry mob till the rnn.! was ready. 
washed rhcmsdves well , and walked 10 their places 
(the be$[ for rhe- beSt on Stall raised above.) 
Then Guinevere moved gaily among them, 
look hcr place on the dais, which was dearly adorned 
with sides of fine silk and a canopi<.'d ceiling 
of shcer stuff: and behind her shimmering tapestries from far Tarsus, 
embroidered, bedecked with bright genu 
that me.' jewelers would pay a pretty pricc for 
any day, 

bur the: fincsl gem in the field of sight 
looked back: her ~$ were grey. 
That a lovelier's lived to delight 
the guc - is a [ie, I'd say! 

(5) 

But Arthur would nOI eat lill all were served. 
He bubbled to the brim with boyish spirits: 
liked his life light, and loathed the thought 
of lazing for long or sitting Slililonger. 
So his young blood boiled and his brain ran wild, 
and in many ways moved him still more 
as a point of honor never to eat 
On a high holiday till he should have heard 
a Stn.nge Story of sdrring adventures, 
of mighty marvels to make the mind wonder, 
of princes, prowess, or perilous deeds. 
Or someone might come, seeking a knight 
to join him in jousting, enjoying the risk 
of laying their lives on the line like men 
leaving to fortune the choice of her favor. 
This was the king's custom at coun , 
the practice he followed at pleasant feasts held 
in his hall; 

therefore with bold face 
he stood there straight and tall. 
fu New Years proeceded apace 
he meant to have mirth with them all. 
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(6) 

So he stood thtre srock-stili, a king standing tall, 
talking of courtly trifles before the high rable. 
Sy Guin('Vcre sat Gawain the Good, 
and Agravainc of the Heavy Hand on the other side: 
knights of great wonh, and nephews to the king. 
Baldwin, Ihe bishop. was above, by the head, 
with Ywain. Urien's son, sitting across. 
These sat at Ihe dais and were served with due honoT; 

and many mighty men were seated on either side. 
Then the first course came with a damor of trumpecs 
whose banners billowed bright to the eye, 
while kettledrums rolled and the cry of the pipes 
wakened a wild, warbling music 
whose touch made the heart tremble and skip. 
Delicious dishes were rushed. in. fine delicacies 
fresh and plentiful, piled so high on 50 many plmers 
they had problems finding places to set down 
their silver bowls of steaming soup: no spot 
was dear. 

Each lord dug in with pleasure, 
and grabbed at what lay near: 
rwelve platters piled past measure, 
bright wine, and foaming !xer. 

(7) 

I need say no more how mey served me food, 
for what fool would fancy meir feast was a famine? 
BUI a new noise announced itself quickly enough. 
to grant the high lord leave to have dinner. 
The music had finished but a moment before, 
the first course JUSt served, and sel before the coun, 
when a horrible horseman hurtled through. the doors, 
his body as brawny as any can be, 
50 bull-necked, big-thighed, bulky and square, 
50 long-legged, large-limbed, looming so taJ l 
I can hardly tell if he were half troll, 
or merely as large as living man can be--
a handsome one too: as hearty a hulk as ever rode horse. 
His back and chest were broad as a barrel, 
but he slimmed at rhl' wain, with a sll'nder stomach, 
and his fact was well formed, with features sharp 
and dean .. 
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Men sar [hne gaping, gasping 
:lIt his sumge:, unemhly shec:n, 
as if a ghost were passing, 
for (Very inch was green. 

He was gOt up in green from head to hed; 
a tunic worn tight, tucked to his ribs; 
and a rich cloak ,,:lIst over iI, covered inside 
with a fine fur lining, fined and stwn 
with ermine trim thaI slood OUt in contI'2St 
from his hair where his hood lay folded flat; 
and handsome host of the same gn:<:n hue 
which clung to hi.~ calves, wilh clustered spurs 
of bright gold; beneath them Striped embroidered silk 
above his bare shanks, for he rode shoeless. 
His clothes were OIU kindled with a clear lighl li.lu unenkb: 
His belt buckles sparkled, and bright stones were set 
in rich rows arranged up and down 
himstlf and his saddle. Worked in the silk 
were too many triAes to tell the half of: 
embroidered birds, bunerAies. and Olher Ihings 
in a gaudy glory of green and inlaid gold. 
And the bil and bridle, the breastplate on the horse, 
and all ilS tackle were trimmed wiTh green enamel, 
even the saddlestraps, the stirrups on whieh he stood, 
and the bows of his saddle with its billowing skim 
which glimmered :md glinted with green jewels. 
The stallion that bore him was the best of irs breed. 
it was plain, 

a grec:n horst greal and strong, 
that sidled, danced and strained, 
but the brid1e-bnid led il along. 
turning as it was tnined. 

(9) 

He was 11 fine fellow fined in green --
And the hair on his head and his horse's matched. 
" &nncd OUt freely enfolding his shoulden, 
lind his beard hung below as big as a bush, 
all mixai wiTh the marvelow mane on his head, 
which was CUI off in cu rls aucading (0 his elbows, 
wrapping round the lUI of him 
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like a Icing's cape clasped to his neck. 
And the mane of his mount was much the s.a.rne:, 
but curled up and combed in crisp knOts, 
in braids of bright gold thread and brilliant green 
criss-crossed hair by hai r. 
And the tossing tail was (Win to the mane. 
for both wen:: bound with bright green ribbons, 
Strung to Ihc: end with long strands of precious smnes, 
and lUrned back tight in a (WiSted knOt 
bright with tinkling bells of burnished gold. 
No such horse on hoof had been secn in mat hall , 
nor horseman half so SU'lInge as meir eyes now held 
in sight. 

He looked a lightning Rash. 
they say: he seemed so bright; 
and who would dare to dash 
in melee with such might? 

(10) 

Yel he had on no hauberk, nor a helmet for his head. 
neither neck-guard nor breastplate to break heavy blows, 
neither shaft nor shicld for the shock of combat. 
But he held in one hand a sprig of holly 
that bursts OUt greenest when brmches arc bare; 
and his other hand hefted a huge and awful u, 
a broad banlcax with a bit to teU (we it who can) 

with a large head four feet long: 
the: green steel down the gr:l;in etched with gold, 
its broad edge burnished and bright, 
shaped r:l;wr-sh:up to sheer through steel, 
and held high on a heavy staff 
which was bound at the: base with iron bands 
gr:l;cdUlly e:ngr:l;vc:d in bright green parterns. 
A strap was strung through the steel head, running 
loop ane:r loop down the: length of the handle, 
which was tie:d with tassds in abundance, attaching 
by rich brai& OntO bright green buttons. 
This rider reined in as he rode through the doors 
dirc:ct to the high dais without a word, 
giving no greeting, guing down on them aiL 
His fi rst WQrd came when he SlOPped. "Where,M he uid, 
"is the: nu.ster of thc:sc: men! I've: a mind 10 sc:e 
his face and would nncy a chat with the fellow who w~s 
the crown . ~ 



To each lord he turned 
and glancing up and down 
he fixed each face to learn 
which knight held most renown. 

(II) 

They stared :u the sttllnger, Stunned, a very long time. 
For each man wondered what it might mean 
that man and mount both shone a shade 
as green as the grass. and greener even 
dan green enamel glows when gold makes it brighter. 
All eyes were on him, and some edged doser, 
wondering what in the world he would do. 
They had seen enough st/"llnge sights to know how seldom they are real; 
therefore they ftartd him for a phantom, a sending from the Unsccn Realm. 
So of all rhost noble knights, none dared answer 
but $;It there stupefied by the strength oHis voice. 
A silenct fell filling that rich hall as if they'd all fainted 
or suddenly slept: their voices iuS{ vanished 
at their height. 

Some, J suppoSt, were not Boored, 
but chose to be: polite, 
Ittting their leadtr and lord 
be first to speak to that knight. 

(12) 

ArthUt stood watching adventure advance 
and answered quit kiy as honor bid, neither awed nor afraid, 
$;lying, ~Wandtrer, know you arc welcome here. 
dismount, if you may; makt merry as you wish, 
and we may Jam in a litde whilt what you would like.~ 
·So hdp me God who sits on high: he said, ~No.~ 
"It is nOt my purpose to pass any (ime in this place. 
But I have been cold that your reputation towers to heaV(n: 
that your COUf[ and rudt art accounted the finest, 
your knights and their $leeds as the sturdiest in steel, 
the best, the boldest, the br:lV(st on earth, 
and as fitting foes in any fine sport. 
True knighthood is known here, or $0 the talc runs, 
wruch is why J have come calling today. 
You may be sure by this branch that I bear 
that I come in peace, with no plans for banle. 
I have a hauberk al homt, and a helmet 100, 
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and other weapons I know well how to wield. 
Yet ali war is not my wish I am wearing son silk, 
but, if you are as bold as men believe you to be, 
you will be glad 10 gram me the game that is mine 
by right.

M 

Then Ardlur s:l.id, " I swc:ar,~ 

~most courteous, noble knight. 
if you'd like to battle bare, 
you'll not fail CO find a fight. M 

(13) 

~ NC'Ver fear,M he ~id, ''I'm not fishing for a fight 
with the beardless children on the benches all about. 
If I were strapped on u eel on a sturdy horse 
no man here has might to match me. 
No. [ have come to this court for a bit of Christmas fun 
fitting for Yuletide and New Years with such a fine cfOwd. 
Who here in this house thinks he has what it takes, 

has bold blood and a brash head, 
and dares { O stand his ground, giving stroke for stroke? 
Here! I shall give him this gilded blade as my gift; 
this heavy ax shoUl be his, to handle as he likes, 
and I shoUl stand here bare of armor, and brave the fim blow. 
If anyone's tough enough to try out my game, 
let him come here quickly and claim his weapon! 
I give up oUl rights; he will get it for keeps. 
I'll stand like a tree trunk - he can strike at me once, 
if you'll grant me the right to give as good as I get 
in play. 

But later is soon enough, 
a full year and a day. 
Get up, if you think you're rough, 
let's see what you dare to "y!" 

(14) 

[f at fint he had stunned them, now they sat stone-still: 
the whole hoUl, both high and low. 
The mounted man moved in his saddle, 
glared a red glance grimly about, 
arched his bushy brows, oUl brilliant and green, 
his beard waving as he waited for one man to rise, 
to call or came forward. He coughed loudly, 
stretched slowly, and maightcned to speak. 
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"Hah! They call this King Arthur's houK, 
a living legend iu land aner land? 
Where have roul pride Jnd your power gone, 
your bragging boasts, rour big words? 
The glories and triumph~ of the Round Table 
have toppled at the loueh of one man's words! 
What? Fainting wilh fear, when no fight is offercd? ~ 
He let OUt a laugh so loud that Arthur winced 
with shame; the blood shot to his Rushed face 
and churned 

with rage and raised a storm 
ullt il their hearts all burned. 
All king in face and form, 
he reachcd that rider, turned, 

(15) 

and said, "Look hcrc, by heaven! Have: you lost your mind? 
If you want to be mad, I will make you welcome! 
Nobody I know is bowled over by your big words, 
so help me God! Hand me that ax •• 
f will grant you the gin you beg me to give!-
He leap«llightly up and lined it from his hand. 
Then the man dismounted. moving proudly, 
while Aflhur held the ax, both hands on the hah, 
hefted il sternly, considered his moke. 
That burly man bulked big and tall , 
a head higher than anyone in the hOll$e. 
He stood there hard·faced. Stroking his beard, 
impassively watching as he pulled off his COat , 

no more moved or dismayed by his migh()' swings 
than anybody would be if somebody brought him a bottle 
of wine. 

Gawain, sitting by the queen, 
could tell the king his mind: 
"Lord, hear well what I mean, 
and let this match be mine." 

(16) 

"Grant leave, good lord. ~ said Gawain to the king, 
"to stir from my seat and Sland by your side; 
that I mighl rise without rudeness from this table 
without fear of offending your fai r quct"n, 
and come before your coun as a counselor should. 
It is plainly improper, as people know well , 
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to point this proposal at the prince himself. 
Though you may be ~ger 10 lei for yourself, 
there are so many bold knights on Ihe benches all about, 
none more: masterful in mind maybe than move moVl: under heaven, 
nor many built bwer for the field of banle. 
Of all your men of war I am the weakest and least wise, 
and my life little enough to lose, if you look at it clearly. 
My only honor is thaI you art' my uncle; 
my only ooa.'!{ is lhat my body carria your blood. 
Sinu this whole maHer is such a mockery, il is not meant for YOU; 
and I am first on rhe field: b this folly be mine. 
If my claim is uncalled-for lei rhe COUrt judge; I will bear 
the blamt".~ 

T hey huddled hushed around 
and all advised the same: 
respecl the royal crown, 
and give Gawain the game. 

( 17) 

Then me king commanded him to rise and come forward. 
and he stood quickly. walked with stately sups 
to kned before the king and claim his weapon. 
Arthur handed it over and hdd up his hand 
to give him God's blessing. With a glad smile 
he charged him to be hardy in heart. 
~ Co\lSin, ~dul. ~ he said. ~CUt him but once. 
liId if you teach him truly. I trUSt you will find 
you can bear the blow that he brings you late r." 
Gawain went to the warrior, weapon in hand, 
not the le:tSt bit bashful. as bold as can be. 
Then the Green Knight said 10 Gawain. 
"We should go over our agreement before we begin. 
Fint. knight, I would know your name, 
told truly as one I can truse." 
"My name is Gawain," he said, "I give it in good faith. 
as 1 will give you a blow and bear what comes after. 
At this time in [Welve months 1 will take a blow back 
from what weapon you wish, but from no other knight 
alive." 

The other answering spoke, 
"Sir Gawain: good. I derive 
great pleasure from the stroke 
your hardy hands will drive." 
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(18) 

~Gad!" the Green Knight »id. ·Sir Gawain. I am glad 
that your fin will felCh me the fun I hoped to find. 
You have quickly r~rold in rrusl:Worthy words 
a correct Kroum of the comraCl I asked of the king, 
save one stipulation thill I mUSt 5lale: let il stand as your oath 
,hat you will seek me:: youn;df. and scarch OI.1lywhere 
you feel I may be- found to fetch back the same wages 
I ml p:!..id today before rhis proud coun." 
"Where should 1 look?" Gawain asked. "Where do you live?" 
"By Him thaI tmde me. your housc is not known 10 me, 
neither do I know you. knight. nor your COUrt nor your nmle. 
But teach me truly. tell me where to find you 
Uld I shall work my wits out 10 win my way there. 
I give my plain promise: 1 pledge you my word." 
"Th:!..t is enough for a New Year'5 pledge; you need say no more," 
-- So the green man answered gracious Gawain --
"If I'm tdling the truth, why. when I've wen your tap, 
and you've lopped me lovingly. you'Ultarn 01.1 once 
of my house and my home and how I am named. 
Then you can Iry my hospitality and be true to our compact. 
Or I'll have no words to waste, which would be well for you: 
you'd relax in Ihi~ land, and not look for me further. 
But SlOp! 

Take up the grim tool you need, 
and show me how you chop." 
"Gladly. sir," he »id, "'ndeed: 
and gave the ax a strop. 

(19) 

The green knight gOI ready, feet firm on the ground; 
leaned his head a little to let the eheck show, 
a.nd raised the rich riot of his hair 
so the nape of his neck was naked and exposed. 
Gawain held the ax high overhead, 
his left foot SCI before him on the Roor, 
$WOng swiftly at ,he soft Resh 
so the: bi t of the blade broke through the bones, 
crashed through the clear fitt and cut it in twO. 

a.nd the brightly burnished edge bit into the euth. 
The handsome head fell, hit the ground. 
and rolled forward: Ihey fended it off with their fttt. 
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The: red blood burst bright from the green body. 
yetlhe fellow ncilhc.-r falt cfl>G nor fdl 
but stepped strongly out on slUrdy thighs. 
~achcd roughly right through their legs. 
grabbed his gm:cfu\ head and \ifll.a il from tht ground. 

ran fO his horse. caught hold of the rein~. 
stepped in the sti rrup. woo" imo rhe s~ddlc. 
the bead dangling by the haiT from his hand, 

and scaled himself as firml y in dlc saddle 
as ifhc were unhun, though he:l:l l o n his horse without 

a head. 
He swiveled his bulk about; 
the ugly Slump sti ll bhi. 
They gaped in fear and doubt 
because of the words he said. 

(20) 

For he held the hC3d up evenly in his hand, 
lurne-a the fact IOward dl<: top of the: high lable:, 
lnd {he eyelids liftc:a and looked on them all 
while the mouth nmved, making thesC' words: 
"G~w:lin , gct fC'ady to go 3S yuu havC' promised, 
SC'(k me out, si r; search [ill you find m( 
as sworn here in this hall wher( all these knights h(ard, 
1 charge you, COm( as you chose to the Cre(n Chap.=lto get 
as good as you gave -- you'v.: got it l'oming 
~nd will be paid Ilrompdy when anothtr y(ar has passed. 
Many men know tne 3S the Knight of the Grcen Chapel, 
50 search &ithfully and you'll not f3il1O find me, 
Com(, or be cailed l &ithkss coward! ~ 

He (oared like a raging hull, turned the r(ins, 
and drove for the door, st ill dangling the head, 
whik fir( Aashed from th( horst's feet as if its hooves wer~ Aints. 
Whe{( he WC'1lI no on( kn~, 
nor could th(y name the country ht' came from nor his kin. 
What then? 

Tht' king and Gawain grinned 
and laughed 31 the Gr~n Knight when 
tht')' knew full well it had b«n 
a portent to their men, 

(2 I) 

Though High IGng Arthur's ht'an was heavy with wonder 
he lct no sign of it be seen, but said aloud 
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..... ilh :I king's COUrln), III hi~ lon-Iy qu«n: 
"Bela"a! lady. ll .. n.-r 1,,1 Ihis disnllY ),ou. 
l! is good !O l!CI $uch t:l111t'S If Chr isfmu, 
lighl ill leriudn. I.L ut:lu ... r .lLLd sung. 
Of Ih .. whok (OUf( sin~i Llt: ,'.uuls in chorus, 
BUI "uly, I c~n Him now 10 my uhl., ;'lnd f":lm 
l~ my wurd i) j:oo,1, I h~n' wiln"~ ~ ..... onder: 
Hc IUrn,'J w Sir C,Lwain .Iud tJelfully said, 
-H~ng u p }'Hur ,IS: " h ,b I,'UI .III il ,-~Ll: 
It .... ":b .1 11.1,11('<1 1" .I IJI'c.'Lry al ... ",c lhe high table 
fill .III men hl 111 .11\,<,1 (In ",h,) rn ij:lu s.:,' il Ihere, 
J) :t II Ue IU!.;.·" HI' .I I ,Ik .. I' wund .. r. 
Then Ih,'~' , .I I in Ih"i, M"JI~ ru rnume ,heir feasl, 
lJ~w~in .Iud Ill .. kin~ ",;~dl<'r, whik ~ood m(n )('rvnJ Ihrnl 
lhe rue.'I .• k'l",! dd i' J';'" in .I""ble puniuns, 
wid, ",h .. le [,.1110'<'.' "I til<' h<'M ( .. o, k :In<llh .. singing of bank 
The ,1.1)' f,ni ~I1l'J _ .Iud their f <,;&)[ wa~ f,lInJ with for 
Jnd ~<"I . 

Sil l ;~ w,ti l1 , ha l'<' a ,-:n .. 
10 !.;.'(' I' Y" '*' , ,,urJt;'- for [iIe Inl, 
Jnd du IiiI.' ,kn l )'ou've d:Irl:J , 
~' ... u'\,,, hq:un : n" w br.r. v .. the r~I , 

Book II: Gowoi,, 's/ounletf 

llinn 49 1-784, '\~~ I ; "ns 22-,13) 

(21) 

Thi~ gifl of 3{lv .. nru~ i ~ what Anhur got 
to bring in Ih .. y<'ll r wilh fhe boUl' he lik .. d best, 
Yel they said lit de. bUI !>aI, look Ihdr scau, 
gorg(d wilh grim busine» h .. ~ped in Iheir hanW. 
Gawain Y,",lS gbd whcn tho~c games bcS'ln, 
bUI no one mould wonder at Ihe weighT}' ending. 
Men's minds may grow merT}' when Iheir drinks au mighty, 
bIll a y~r paces pas t in unforeseen patterns: 
Thr modd seldom malehe~ whal is made, 
So Yllie r.lccd by, and the yeu ran after, 
each Io<'ason pUlling in ~e[ .\.Cquenc .. , 
After Christmas com .. s th( diKomforr of Lenl, 
which tries {he Aesh with fi~h and simple food, 
8111 th .. n thr world 's w<'ll fher wrestles wi,h winter: 
cold d ings fO Ihe ground, but clouds rise, 
rcleuing warm rain; rinsing shower! 

IlJ 



fall to the Rat eanh; Rowers appear, 
both field and forest are fringed wim green. 
Birds busy themselves building, and with brilliant song 
celebrate summer, for soon each slope 
will rush 

to bloom with blossoms SCI 
in lincs luxuriam and IUlh, 
while noble nOtes form neu 
mat fill me foreSI hush. 

(23) 

Then the summer scason when the west br= blows 
and soft winds sigh on.5Ced and stem. 
How the green mings glory in their urgent growth 
when the dripping dew drops from the leaves, 
waiting for the warm sun's welcome glance. 
But then Fall Rics in , and fills their hearu, 
Bidding them be rich. ripe, and ready for wimer. 
The autumn drought drivcs up dust 
that billows in douds above the broad earth. 
Wild winds whinle, wrestling the sun; 
Leaves launch from each limb and land on the soil. 
while the green grass fades to grey. 
What rose at the first now ripens and rou 
lill the year has gathered ilS full yield of yesterdays. 
In the way of the world, wimer winds 
Aro=d 

til the Michaclmas moon 
brings frost to touch the ground. 
When Gawain remembers all tOO soon 
that he is duty bound. 

(24) 

Yet he lingered with Arthur past All Sainu Eve 
who set up a feast to send his knight off 
with revelry rich as the Round Table offered. 
Yet lordly knighu and lovely ladies 
gazing at Gawain anxious with grief 
let nothing but laughter pass through their lips. 
They made themselves merry for one man's sake. 
Sad after supper he sought OUt his uncle, 
spoke of his quCSt , and dearly proclaimed: 
"My Jjfe'~ own liege lord, I ask now your leave. 
What this matter means, and how much it cosu 

• 
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you know wdl enough: nothing worth words. 
But 500n after dawn i must Karch OUt onslaught 
and meet tht grun man: may God be my gu ide. ~ 

Then the highest in that hal l hastened together, 
iwain, and Erric, and many another -
Sir Dodinel de Sauvage, the Duke of Clvence, 
uncelot, and LyoneJ. and Lucan the Good, 
Sir Bo~ and Sir Bt:divm: (big men both) 
And many proud lords, with Mador de la Pon. 
Thus the coutt collocted and came near the king 
to offer advice with anguished hearts. 
So mUl;h secret sorrow ~pt through that hall 
thn one so good as Gawain must go fonh doomed 
10 bear the brunt of a blow and let his own blade 
rest. 

But Gawain said with cheerful face: 
~Why shrink back from the quest? 
Though fate bring glory or disgrace 
A man must meet the test. ~ 

(25) 

He rested tiU morning then rose to get re.ady, 
.asked ea rly for his armor and they brought it all out, 
.arranging each pitee on a rich, red rug 
where the gear al l gli rtered like a gallery of gold. 
The strong knight stood there to take up his Sted, 

dearly dressed in a doublet of silk 
and a hooded cloak cunningly made 
with a lining of ermine l.ayered inside. 
His feet were fitted in fint sted shoes. 
and his legs were sheathed in shining greaves 
with kn~uards above them. burnished bright 
and tied to his knus with tassels of gold -­
Then cuine-plates whose clever curves enclO$Cd 
his thick, hard thighs, and were bound there with thongs; 
while the mesh of his mail-,hin with its rings of bright metal 
richly quilted. wrapped him round, 
and well-burnished braces on both of his vms, 
gallant dbow-gear and gaumlets of sttel, 
and all the finest, fairest stuff to fit him 
for his ride 

a sureoa! richly made, 
his gold spurs worn with pride. 
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gin with :I. giim:ning blade, 
a silk sash round his side. 

(26) 

When he gOt it :1.11 on his gc:u was splendid: 
each loop and latch-hook 1unrous with gold. 
He left as h~ was, thcn listened to mass 
offered ill honor before the high :Iolla r. 
came to the king :lnd his coun companions, 
lOok loving leave of lords and ladies 
in a crowd of kisses and hopes for Christ's care. 
Gringol!:t was groomed and ready to go. 
his gle:!.ming $:lddle g;ily fringed with gold 
newly nailed there for this matter of note. 
His striped bridle was bound with bright gold. 
The pancrn of the harness and the proud skim, 
of saddle-bow, Glparison. crupper wen: all the same: 
red arrayed with rich gold slUru 

thai glimed and gliw:r('d like Ihe g.b..nee of the: sun. 
Thcn he held up his helm and kissed it in h:utc: 
II was Sliffcn«l with naples. padded with STuffing. 
S:u high on his he~d, and buckled behind 
where the neck-gu~rd w;u grae«l with gleaming silk 
bedeeked ~nd embroider«l with the bCS! gems. 
There were birds on the sc~ms of the broad silk bands: 
paint«l parrOts on a field of periwinkles, 
tunltdoves enrwin«l with Ifudove blooms tOO thick 
to be scwn by many women in seven winter$' 
~U. 

Yet Ilothing h~lf so dear 
brought color ;mywhere 
u the cirdet's bright ~nd deaf 
di~monds in his hair. 

(27) 

When they brought him his shidd. it wu bright red gules, 
painted with ~ pentacle of purest gold. 
Holding the baldric, he hung it from his neck, 
~nd the sign thus SCI suited him wdl. 
Why the pentacle is proper to th~t noble printc 
I must leI you know, though I linger in the telling. 
It is ~ sign thu Solomon set long ago 
to signify truth by a trustworthy token. 



It is 3 figure with n\'C' fine poims 
and each line' ovC' rlaps and locks with rhe omen, 
everywhC'rt' end!.:ss: the English. I hc:ar, 
most 0(1('0 call it the Endless Knot. 
And so it filS Ihis knight with his flashing armor, 
who w:u fai lhful fi ve: ways and jivt' rime$ each. 
All knew G~wa in to Ix good as purified gold: 
ckvoid of villain)', his virtut'S wcrt' a coun 'li 

delight. 
Thu.~ ht' wore Ihe live.poim slar 
o n shidd and surcoa{ in plain sight, 
his honor without Slain or SClt , 

3. g~·nl lc. low-voiced kllight. 

(28) 

Fits!, he was found fau ldc:ss in his five scnSd, 
Ind his five fingers ru,"ver b.ilcd him in any deed, 
and all his faith in th is world was in the five wound! 
thar Chrin carried on the cross, as rhe Creed informs Wi. 

No mailer where 11<: moved in melee or in b:mlc 
il was his fcrvem thought through thick or thin 
tha t when he fought his courage came fro m the five joys 
the high Quecn of Hc~ven had of her child. 
(And ~o [he noble knight would never wear hi~ shield 
[ill hcr image had !xen painted on the inner half, 
for when he SlIW her f~cc hi~ courage never failed.) 
And a fifth five was found in Gawain: 
bounty and brotherhood above all elsc; 
COUrtesy and a clean heart (these were never crooked) 
and the finest point, compusion .• these five vinues 
marked him more than any man alive. 
Now all these five fives were fa.stencd round mis knight 
and eilch embraced the others in unbroken panern 
and met in five fixed points that never failcd , 
nor bunched togemcr, nor split in pieces, 
but ran on endlessly al <:vcry point .-
where the figure fai led, it found new beginnings. 
Therefore the shield shone with (he knot thw shaped, 
gold royally arranged against red gules·· 
the noble pentacle a.s it is known by men 
oflote:. 

Now ready to go his way, 
he lifted his lance a.s if for war, 
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gave mem all good day -
and left them there forn'crmore. 

(29) 

He set spurs to his stffii and spn.ng on his way 
so swiftly the sparks sprayed OUt behind him. 
All mat saw him so splendid sighed deep within 
and whispered soft words ont to another 
in compassion for that prince: ~By Christ, what a piry, 
10 lose such a leader, wh osc life is so noble! 
There is hardly his tqual anywhere on n nh! 
A wary approach would have been wiser; 
better to have made such a man a duke --
such a brilliant leader: the best in me lmd. 
Beuer by IY than this foolish w.lS1C, 

beheaded by an d f, and all for arrogant pride! 
What kind of king would ukc: such counsel 
when his courliers quarrel over Christmas ~es~ 
How the W:l.tm {CUS welled till all their eyes were wet 
when mal handsome lord Idi: his home behind 
thai day, 

nor lingered on his road, 
but swiftly found his way. 
Through pOlthles.s realms he rode ­
$0 I hnrd the OlnnOlI say. 

(30) 

So this rider rod( through th( r(.tIm ofBrilOlin, 
Sir ~wa.in in God's servia:: md to him it wu no g.:lme, 
He would li( down a1on( with no On( 10 Ind. 
nor find bdor( him any food th;1 h( lilttd, 
Nor any hdp but his horse ov(r hill and wood. 
Nor any man but his Milit to m:ake convefS.:ltion •. 
till he near«i the ndghborhood of North Wales, 
hdd a11lhe isll:$ of Anglesey on his ldt 
and reached th( river whel'( iu hudlands fOs( 

high nur Holyhad. and hdd on across 
through the Forol ofWirrai. F(W or none lived there 
whom God could love. or a good.ha.f{ed man. 
And he asked onen. of all whom he mel 
if thq could give him news of a green knight 
or how he could get [ 0 th( Green Chapel. 
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And chey all said no. never in cheir lives 
h~ they seen someone who was such a shade 
as green. 

The paths he would take were $U'~nge. 
wich liule cheer co glun, 
and his hopes would ollen change 
till chac chapel could be seen. 

(3 1) 

HeclimbC'd pa5t cliffs in unknown COUntry. 
a stranger faring far from his home. 
At each stream and ford that he found in those lands 
enemies lurked (unlas his luck held)·-
vicious. violem, hard to avoid. 
In those mountains he met so many strange wonders 
a lenlh of the tolal could hardly be told. 
He dared to fight dragons and warred with wolves, 
or lurking WOS($, living wild on Ihe crags. 
or with bulls. or bc:H$, Of boars on occasion. 
and trolls thaI hunted him aCfO$S the high hills. 
Only COn$tanl courage and the cafe of hi! God 
could save him sometimes from certain death. 
For if warfare was hard. winter was worse, 
when the clouds shed water cold and clear 
which frou in the air and fell as sleet. 
He lay down half·dead, drcm;hed in his armor, 
too many times to bear: and on barren stone 
where cold· running creeks came clattering down 
and icecidcs hardened high overhead. 
Thus with peril and pain, in difficult plight, 
he carried on alone till the Eve of Christmas 
fdl. 

Then lifting head he cried: 
~Good Mary. hear me well-· 
and grant me grace to ride 
to realms where people dwell.· 

(32) 

With sunrise his hean rose as he rode from the highlands 
deep inm woodland wild past belief. 
There the high hills hemmed in a forts! 
of huge and hoary oaks _. hundreds together; 
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and havy haul and hawthorn IhidetS 
with rags of ro ugh moss wrapped round each limb-­
while on Ihc bare br.mches Ihc huddled birds 
were perched. piping pitifully in the cold. 
Gawain passed them on Gringoicl. going on 
through mau h :lnd mire, a man :all alone 
and worried. He wondered what he could do 
to cdromc our Savior's service on Ihc very night 
he was born of a virgin 10 Ix:a.r our sorrows. 
And therefore sighing he: said, "J beseech thee. Lord 
2nd Mary. the mildest, dearest of mothers: 
Help me: to 50mc haven where mass can be heard, 
and matins tomorrow. I ask this meekly. 
and in loken now pray my Pater, my Ave, 
my C reed. 

He continued on his way, 
confessing his misdeeds, 
and crossed himself to pray. 
~Chrisr's cross now gram me spced ! ~ 

(33) 

He: had signed himself scarcely Ihrtt limes 
when he made OUI a moat and a mound in the: wood -
11. low hill with a lawn, through a lacework of bran,hes 
that grew from great oaks guarding a dike. 
He had found there a castle fit for a lord, 
placed in the open. a park all around it, 
with brisuing stakes in a strong Stockade 
that turned for twO miles round groves of uees. 
Sir Gawain saw one whole side of that suonghold 
as it shimmered and shone through the shaking leaves. 
He held his helm, with head bowed in thanks 
to Jesus and Saint Julian, whose gentle grace 
had cared for his needs and ,ome to his aid. 
"Safe lodging.~ he called, "I bt-seech of you yet!" 

Then he goaded Gringolet with gi lded hech 
and choosing the chief ro:ldway by sheer chance 
he arne quickly to the causeway's end 
at last 

to drawbridge lifted tight 
to gateway shuttered fast. 
Such walls in granite might 
would shrug off wind or blast. 
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Chr;SCJn05 ot a 5trofJf(t Cosde 
(Lines 785-1125. sC{;{ions 34-45) 

(34) 

He held back his hOI"$(" where the bank halted 
in a deep double ditch close dug [0 the wall. 
which plunged in the pool impossibly deep -­
and then its full. huge height heaved. iuelfup 
in tiers of tough stone str:light to the top. 
iu battlements built in the best style. 
iu guard-Iowen ri ~ing in guceful rows 
lined with loopholes covered and latched: 
a barbican bener than the best he knew. 
He noticed behind it a high-roofed hall 
tuekcd among towers, from whose clustered tips 
bunresses sprang. and pinnacle<! spires 
cunningly carved. and crafted with skill. 
Chalk-white chimneys were checkered. about 
like radiance rising from rooftop$ and rowers. 
So many painted. pinnacles stood round Ihal place 
or climbed from the casde's crenellated walls 
mit il sctmed like a Cutout dipped from paper. 
Iu he sat mere in uddle. it ~med very fine 
if only he could enler the innerrnon court, 
and win welcome there {O worship in a hoU5C 
so blessed. 

A porter came at call. 
mon: gucious than the best. 
who stood upon the wall 
and hailed that knight on quest. 

(35) 

"Good sir,· said Gawain. 8 please granl me Ihe favor 
(ir your lord allows) to lodge in this hoU$t." 
"By Peter. ~ said the poner. ~be perfectly sure 
that you, Lord, arc welcome as long as you liket 
Then .swin-paced the porter moved {o approach him, 
and Others came with him to wc:lcome: rhc:ir guest. 
They dropped the great drawbridge:. then drawing nw proucl1y. 
they bowed. their kncc;s bent upon the bare tanh 
to one whom they welcomed as worthy of honor. 
They granted. him passage; the portals swung wide; 
he called. them to ritc, and crossed the great bridge. 
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M~n $ladied his saddle: he slipped off his ho rse 
and Sl'urdr men came 10 lead it 10 stable. 
Knights and theiT squires were the neXI to come. 
ddighu:d to kad the lord 10 the hall. 
Hardly had he lifted his helm wht n many hands 
wen~ swift 10 receive i{ in C;OUTteoUS ~rviee --

:lIld in Ihe same W:ly his sword was set by his shield. 
He: nohly lcknowledgfii O:3ch of those knights, 
proud men close-pressed 10 honor a prince. 
Still slrJ. pped in bright 51«1. h(' mode 10 the hall 
..... hcrr a bonfire burned bright on the hearth. 
Then tho: lord himself descended to s« him, 
moving 10 meet him with exquis ite manners. 
~you arc wdcomC'. ~ he said. ~IO wh:u this house holds ,~ 

"C'I·crything is yours!O use as you please 
in this place. ~ 

~God bless you, ~ said Gawain then. 
MAnd Chris! repay your gracc.~ 
Th~ met like: joyful men 
in open.armed embnce. 

(36) 

Gazing on one who grttled him SO well, 
G~wain felt th:n fort rc:ss had a fine lord: 
a man in his prime. massively made; 
his beard all beaver·brown, glouy and broad; 
stern, stalwart in stanee on his sturdy thighs, 
his face: bold as fire , a fair.spoken man -· 
who certainly 5C'Cmed well-sui ted, he judged. 
10 rule [here :u mnlet of excellent men. 
The lord led him in , and ordered al once: 
lhat someone be SCn! to serve in his chamber. 
Then the howchold staff hurried to obey 
and brough, him to a bedroom, brightly arranged 
with gold-trimmed curtains of the: clearcst silk 
and fi ne-crafted coverlets. beauriful quillS 
with bright fu r above and embroidered edges. 
There were rings of red gold on rope-drawn drapes, 
tight-hung tapemio ftom TatsWi and Tolouse; 
and ~imjbr fab rics were SCI underfoot. 
tU they talked with him gaily, they took off his garmenu, 
reffi{1¥ing hil byrnie and his bright armor. 
Then rich robo were brought as the scrvantS rushed in 



a choice from [he best ( 0 eh.mgt for his own. 
A5 soon as he picked a ll<: and pulled it in place. 
a fine-fi n ing kilt with swirling fold!i. 
il seemed [0 {hem all lhal suddenly light 
shone round his shap( in ,he shada; of spring. 
bnuliful. bright about all his limbs. 
Christ n~er had such a handsome knight, 
they thought: 

Wherever mcn appear. 
surely Gawain ought 
10 reign wilhoUi a peer 
in fields whuc fierce mcn foughc. 

(37) 

Before [he chimnry where charcoal glowed a ch.a.ir 
linN with fi ne fabric was found for Sir Gawain, 
sumptuous with cushions on a quil led 5c:at, 

And {hen a rich robe was thrown around him 
of brilliant, gaily embroidered silk 
filled OUI with fur: [he nncs! of pelts. 
iUld every bit ermi ne:, even the hood. 
Thus he m , rd:u:C'd and in lavish splendor. 
[ill he fel l far better in me firc's warmth. 
Then th~ look a table. laid il on Irades, 
and covered it with dean and dear white cloth, 
u1tcelian, napkins, and a silver serviee. 
He washed as he wished and went to his meal. 
Then the table wa$ sel in sll ilable $(VIe 
wilh soups of all kinds, seasoned sllPtrbly 
in double-sized servings; plus assorted fish, 
50mc brQded and baked, some broiled on the coals, 
50mc simmered, some set in savory st~; 
each subtly spiced with S:1UCt$ that plc-a.sed him. 
Exclaiming he kepI on calling it a feast, 
but III of them answered with equal ooune5)' 
and said, 

"Take penance while you can; 
tomorrow you'll be fed!" 
He maoe a nl('t ry man ._ 
the wine went to his h('llld. 

(38) 

Then queries and questions carefully framed ,, -
pm'ace 1TUl1ers were PUt to that prince. 
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, .. 
So he spoke ofltis court, in counrous words. 
as tim which highborn Arthur held as his own, 
who ruled Ihe: Round Table: as its regal king--
md their guest, he told them, w;u Gawain himself, 
come to them at C hristmas as his course unfolded. 
On learning whom luck had brought him the lord 
laughed OUI loud for sheer hean 's delight. 
Within that moat every man w.as eager 10 move', 
and pressed forward promptly to COle r the presence 
of ~that paragon of prowess and of perfect manners, 
whose virtuc:s and person are constantly praised: 
of all men on carth most worthy of honor!~ 
Each man o f ,hem, murmuring, remarked to his fellows, 
MNow we shall S«' courtesy cln-crlr displayed 
among fauhless fc:au of finc convcnation! 
Wc willicarn untaught how \0 talk nobly 
when we face such a finc: father ofbr«ding! 
God has graced us indeed, with a grand blc:ssing, 
to gram us the: guest that Gawain will make 
when we si t and sing glad songs of Christ's 
new binh. 

The maIling of his mannered ways 
will show what words are wonh -­
and teach lU lerms to play 
me game oflovers' mirth. ~ 

(39) 

When the dinner was done, and their darling rose, 
it was nearly dark, for night was approaching. 
The chapels were opened as the chaplains came 
with bells ringing richly, right as they should 
for vesper devotions on the verge of Christmas. 
The lord now led the way, his lady beside him; 
she paced along preHily and entered her pew. 
When Gawain came gliding in with a glad heart, 
the lord latched on to him and led him to his seat, 
glad-handing Gawain, grating him by name, 
and said he was the mOSt welcome guest in me world. 
After hearl)' hugs and heartfdt Ihanks, 
they sal .soberly together till the service ended. 
~ the lady had been longing to look on me knight, 
she emerged to meet him, her maidens about her. 
In form , he was f.Urest : in figure and Face, 
complc:xion, comportment surpassing al l others. 



and (0 Gawain nor even Guinevere could rqual her grace. 
She steered through the chaned to strengthen his welcome. 
Anomer lady led her by the left hand 
who was obviously oldcr: an ddcrly marron 
whom the housthold held in the highesl honor. 
But in looks the tWO ladies were obviously unlike: 
one aClive and young, one yellow wilh age. 
On rhe" fim a Rush rose, ruddy aCid fair: 
on the OIher, rough wrinkles on rugged ch~ks 
. On the first unt", dear pc:lrls displayed on a kerchief 
shone from her hrelsi and her bare Ihr021 
whiler Ih:an snow on the wimer hills. 
The other onc's kerchief covered hct n«lt , 
and bright veils billowed round her black chin, 
while silk fnml"<l her forchr.td, which was fretted round 
wilh lacc:work linked in ddic::uc loops. 
NOlhing was hart' abuul hcr hm her black brows, 
over ey~ and nose ovcr naked lips. 
and (hoS( made: a sorry sight, blnry and sour. 
She was, God knows! A lady of grace 
and pride: •. 

but her body was short and thid<.; 
her bUHocks big and wide. 
A tastier plum to pick 
was the beauty by her side. 

(40) 

Mccting her gracious, light.hearted guc 
he took the lord 's leave and approached the ladia. 
He gtc:c:ted the elder with a grand bow, 
and wrapping the lovelier in a light embrace, 
he planted a pretty kiss with cxtnV2gant praise. 
They offered their acquaintance, and he asked at once 
to be their faithful servant if it seemed fining. 
They took him between them and led him off, talking. 
to a chimncycd chamber; and they charged the servants 
to spttd OUI for spices, and nOI to be sparing, 
but to bring back each time the best of the wine. 
The lord kept leaping about in delight, 
bid them make merry as much as they could, 
then flauled. ofrhis hood and hung it on a spear, 
urging them to earn it as a signal honor 
~r the merricst man among them that Christmas. 
Sy my word! I shall work to win with me IUt 

185 



186 QUf"JIS: Daign. Thtory. "nJ Him" ill Gamn 11M NllrmlilltJ 

against all this company. co keep it myselp'ft 
Thus the lord made it lively with laughter and jokes 
10 gladden Sir Gawain willi the joy that games 
InCLtt. 

Time passed; ,he lWilight R~: 
the scrva.ncs kindled light. 
Then Gawain sought his bed, 
and bade them all good night. 

(41) 

In the morning when men remember the birth 
of our dcu Lord to die for OU f destiny's sake. 
all men o n earth grow merry at heart. 
So it was that delicacies fiUed OUt their day: 
AI breakfast and banquet rhe best of the food 
was $p~ad OUI in splendor by spirited men. 
The old. ancknt woman had honor of place, 
with the lord, I believe. politely beside her. 
Gawain and the gracious lady wen: both given seats 
in the middle. where the mol was ffia.surcd OUt first. 
and afterward to ~cryonc: all through the h:l.!l, 
served in due sequence:, as it seemed proper. 
They had food , they had fun, they were filled with joy: 
too much for tongue to tel! of wi th ea.<;e, 
and a struggle, at lC2$t, to State it in fiill . 
But this I give you: that Gawain and the gracious lady 
were perfect companions in their place: together, 
and such pleasantries p3SSed in their private spcecll 
(which was fine and fair; also free from sin) 
that no princely sport could possibly surpass 
meir game. 

Then trumpetS, drunu to measure 
tuna that pipes proclaim: 
a.<; each man took his pleasure, 
and those rwo did (he nIne. 

(42) 

One fun-filled day followed another, 
with a third day thrust into the thick of it. 
Saint John's day was generous with jubilant song: 
the lUI day like it left to them there, 
The guests would be going in the grey morning, 
50 they were up to all hours over their wine, 
kpl calling for dances and a:roling round, 
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and left their leaver:tking rill late in the night 
rhal would soon send them offby separate ways. 
'Good day: ~an Gawain , bUI grabbing him his host 
pl,llkd him aside privarely by a pleasam fire. 
laid ir on at length and lavishly rhanke<! him 
for graming him such grace and gladness of hean 
as to honor his house on rhis high season 
and fill up his fomess with the nneSt manners. 
'& long as I live. sir. my life wiilbe bener 
to have had Gawai n as my guest at God's own feasl : 
'God help me: said Gnwain. 'may He grant you better: 
for any such honor is only your due. 
I am simply your servant. one who $eelu to please you, 
oath-bound to honor al l men , be they high 
Of low: 

And Ihough the lord rak« p3.ins 
to urge him nOt (0 go, 
Sir Gawain sri ll ~plain$ 
his answer must be no. 

(43) 

"But Gawain,~ thaI good man graciously asked, 
"Has some dark deed. driven you forth, 
th l you rushed from Ihe royal COUrt? Mwt you now ride alone 
when holiday (e.utS arc nOI wholly done?H 
·Sit." he responded. «you have spoken truly:, 
"\ had to depart on a high and a hasty mailer. 
For I myself am summoned to seck 01,11 a place, 
though \ wonder where in the world 10 find il. 
I'd nOI fail to ncar it by New Year's morning 
for al l the land in Britain __ by the love of God! 
11a~ come wi th questions that require answers -­
so tell me Ihe truth: has any talc reached you 
of the Grecn Chapel, or on what ground it stands, 
or about irs guardian, a green-skinned knight? 
For I nave set myself, by most solemn pledge, 
10 meet this man. though it may go hard. 
But now Ihe New Year il; neatly complete. 
and if the Lord allows it. I'll look upon him 
more gladly __ by God's Son! __ than on any good thing. 
Therefore sir, as you sec, I must SCt 0 1,11 now 
for I doubt thaI three days will do for this bu.sines.s 
and I'd far rather die (han be doomed to fail. " 
l"hcn the lord answered, laughing, "You must linger now!" 
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Myo u will gct to your goal in good enough time, 

and can give up guessing on what ground it lies, 
and can lit" alxd .5 b.te as you wish, 
2.nd finall y sct fonh ,he first oftne year, 
yet make it there with morning nil] mosdy left 
that d.y *. 

$pl:nd till New Years as you please, 
thcn rise and ride thaI way. 
We'll guide you there with usc •• 
it's nOI rwo miles away.~ 

(44) 

Then gaiety filled Gawain. and he gladly laughed. 
- , must c:l.Tncsdy offer my uncrmosl1hanks! 
With my goal :u hand, I can grant your wish, 
dwell here a while, and do as you bid me." 
~S jl down," said his hOSI, seizing his arm. 
~Comc , let's delight in the ladies' presence!" 

Thw they made a plcasam party apan by themselves. 
The: lord leI out laughs as loud and as merry 
as a madman, maybe, whose mind was far gone. 
He called 10 his company. crying aloud, 
~You have sworn 10 serve me however sc:c:ms best; 

will you a(l 10 honor this oalh he re: and now~~ 

~Ccrrainly, sir,M ht said in reply. 
~While your walls ward me: your will is supreme:.~ 
He ttwrnoed: "You art tired., and have travdoed far. 
We: all havt b«n wakeful. nor are you wdl-re:.ned, 
nor fed quile: as full y, I fear, as should be. 
You mwt lie: in lale, and lounge at your ease 
pasl morning mass, and make il 10 breakfast 
whtnc:ver you wish. My wife: will eat with you 
and keep you company till I come: again. 
You stay, 

but I myself will ride: 
hunting at bre:ak of day.· 
Then Gawain bowed with pride: 
and promised to obey. 

(45) 

~Look." said the: lord - ~Le{ w now bargain: 
What I ge:l in tht wood I will give to you, 
and charge: in e:xchangt whatc:vc:r chance: may dc:al you. 
Friend. here's how to do it: we'll hold 10 our word 
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revrdlrss who gains or givrs up Ihr mosl .~ 

"By Godr G;\w~in ~nswered, " I gr3nr what you ask; 
JUSt givr me th(" g.unc -- I will gbdly play jl~ · 
-Thrn let·s down Ihis drink. and our dnl is madr!" 
said thr lord of thaI land. and [hey laughro together. 
So [hese lords and ladies rdaxed as (hey dunk 
lnd plar...a galLmr games while it g;I\'e Ihem plrasure. 
Then in French r3shion. with many fi ne words. 
Ihey made their excuses with murmurc:d F.ucwc:lls, 
and prc:Hy pecks phlnlro on rilhrr chec:k. 
Thrn bright burning IOrchC"S were born by the scrvams 
who led thelll at las[ (0 lie down softly 
in bed. 

Ikforr they TC:ached the door, 
what promises thry laid! 
And how that counuy's lord 
madr fu n limes Ry ahead! 
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Book One, Cantos XI and XII 
Edited. with notes by George Armstrong Wauchopc, M.A., Ph.D. 
Professor of English in the South Carolina CoUege 

CANTO XI 

The knight with thai old Dragon lignu 
rwo dayes incCU3ntiy: 

The third him ovcrduowcs, and gayru 
most glorious victory. 

I 

High time now gan it wex for Una faire 
To thinke of those her caprive: Puena deare. 
And their forw;lS[cd kingdomc: to repairc:: 
Whereto whcna.s they now approched. neue:, 
With ha.nie wordc:s her knight she: gut 10 cheare, 
And in her moden manner lhus bcspakc; 
Dare: bight, as dearc as ever knight was dearc, 
That.all these sonowes suffcr for my sake, 

High heaven behold the: tcdiOU$ tor1e ye (or me akc 

II 

Now arc: we come: unto my native sayle:. 
And to the: place: where all our perils dwdl: 
Here haullu du.! {ecnd. and does his dayly spoyle; 
Therefore: hc:ncc::forth be: at your keeping well: 
And ever ready for your fcxman feU. 
The: ' parke: of noble courage now awake, 
And slrive your cxcdknr sdk to c:xcdI: 
Thll shall ye (VCrmore renowrncd make:, 

Above all knighrs on canh dur b,a[[eill undertake:. 

III 

And poindng fonh, 1..0 yonder is (said she)-
The bruen IOWrc in which my parents dem 
For dread of thai huge fcend cmprisond be, 
Whom I from &'r, sec: on the walles appeare, 
Whose sight my ittble soule doth grcat.ly chearc: 
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And on the top of alii do espy" 
The watchman waYling tydings glad {O heare. 
That 0 my parcnlS might I happily 

UntO you nring. !O case you of your misery. 

IV 

With Ihat thcy hC:-:oIfd a roaring hideous sound, 
ThaI all thc :lyre with tcrrour filled wide, 
And sternd Untaln° 10 shake thc stedf;ut ground. 
Eftsoonc5 Ih;1I dreadful Dragon° thcy espidt, 
Where st rctchl he hy upon thc: sunny sidc,o 
Of a grcal hill . himselfc like a grnl hill. 
But all 50 soom: as hco from (:If dCKride 
ThO$(' g.listring arma. that haven with light did fill, 

He rousd himsclfc full bUdl, and hUlOed them umill . 

V 

Then bad thc knighl his Lady yedt aloof<:, 
And 10 an hill hcr sclfe wilhdr,lw aside: 
From whence she might bthotd Ihal baulilles proof. 
And eke be ~fc from wungt! rar descrydc: 
She him obayd, and lurnd a li ltle wydc. 
Now 0 thou sacred ffiU5C,· most learned Dame. 
Faire: ympc of Phoebus ;lnd his aged bride, 
The Nourse of time and everlasting fame, 

That warlike hands ennoble$1 wilh immortal! name; 

VI 

o gently come inlo my feeble bresl 
Come gently, but nOl with Ihal mighty rage, 
Wherewith Ihe manialllroupes Ihou docsl infest, 
And harts of greal Her~ doest enrage, 
ThaI nought their kindled. courage may ;swage, 
»One as Ihy dreadfUlilrompe begins 10 sownd. 
The God of warre with his fiers equipage 
Thou doesl awake, slecpc never he $0 sownd, 

All scared nalions doest with horrour sterne aslOwnd. 

VII 

Faire Goddesse, lay Ihat furious fit aside, 
lilll of wancs· and bloody Mars do sing. 
And Brilon fields with Sarazin bloud bcdydc, 

25 

30 

}5 

40 

45 

50 

55 



Twixt that gre:1I rae!)' Qu~ne . and Paynim king. 
Thai wilh their horrour hC'aven and emh did ring; 
A workt of I.loour lon~ and elldlCSSC' pr.l)~: 

BUI now a whil .. Il'l uown .. thai haughrie string­
And 10 my tUIWS th~· ~econd tenor rAYSC'. 

Thai I this mUll of God his godly urneS may btUC'. 

VIII 

By this tht dreadful! Beast drew nigh 10 hand. 
Halfe Ayin~ . .Ind halfl' footing in his hasle. 
Thill will i his IlrgeneSSC' n1easurM much land, 
And made wid,· ~h.ldow Ululer his huge \01':1$1. 

Iu mOUn(;Ji lll' doth (he '".Il1ey overcasl. 
Approdling ni~h. he rc-.I red high a(t)fe 
His body monstrous. horrible. and vaslt, 

Which 10 increase his wondrous greallleS5C' mort'. 
Was swoln wilh wr.lth. an.1 poy .... ln. and with bloudy 8Ort', 

IX 

And over. ~II willi braSe'!! !iCl.lo:-s was :Hmd, 
Ukc plaled COJle of uede. 50 couched neart'. 
Thai lIoughl 11101,' perc<,. nc might his corse be harmd 
With dim of sword . nor pwh of l"'inlC'd spC'ue; 
Which . a,; an E:tgle • .seeing Pf;lY appeare. 
His aery plume) u<IIh rouu, (uJl ruddy dighl; 
50 ~hakcd he. dl ~t honour was to heare. 
For as the: da,;hing of an Armour brighl. 

Such noyS(' his rou7.cU scab did send untO (hc knighl. 

X 

His flaggy wings when fOrlh he did display. 
Were like two 5ayl~. in which Ihe hollow wynd 
Is galhered full . and worketh spcnly way: 
And ekc Ihc penna. thai d id his pineons bynd, 
Were like mayne-yards. with flying canYa5 lynd, 
With which whenas him lin Ihe ayre to bral, 
And rhere by force unwonted passage find. 
The eloudes be:fore him fled for terrour greal. 

And aJlthe heavens nood st ill :unalC'd wilh his threal. 

XI 

His huge long tayle wound up in hundred foldes, 
Does oversprcd his long bras.scaly backe. 
Whose Wftalhed boughts wh<'n ever he unfoldCf, 

I9J 

60 

6S 

70 

7S 

80 

8S 

90 



194 Qurm: Drsign, Tluory. onri Histl)ry in GII",n Ilnd NllmltilXf 

And thicke entangled knots adown does sbckc, 
Bcspottcd as with shields of red and blacke, 
l! SWC'Cpeltl all the land behind him fane, 
And of three furlongs does but lide lackc: 
And:1I thc point [wo stings in-fixed :me, 

BOlh deadly sharpe, lhal sharpest steele cxccedcn nrre. 

Xli 

But stings and sharpest mete did fa r exceed 
The sharpnesse of his crudl rending dawes: 
Dead WllS it sure, as sure as death in deed, 
What ('vcr thing d!Xs lOuch his ravenous pawes, 
Or what within his reach he ever drawes. 
But his most hideous head my toung to tell 
Does tremble: for his decpc devouring jawCli 
Wide gaped, like the griesly mouth of hell, 

Through which into his darke abissc all ravin fell. 

XlII 

And that more wondrous was, in either jaw 
Three ranckc:s of yron lccth enraungcd were, 
In which y.:t trickling blood, and gobb.:ts raw 
Of lat.: d.:voured bodies did app.:ar.:, 
That sight Ih.:rwfbr.:d cold cong.:al.:d f.:ar~: 
Which to increase, and as atonc.: to kill, 
A cloud of smoolh.:ring smoke and sulphur.: s.:arc:, 
Out of his stinking gorge forth ste.:med still, 

That all th.: ayre about with smok.: and st.:nch did fill. 

XlV 

His blazing eyes, like two bright shining shidcls, 
Did burne with wrath, and sparkled living fyr.:: 
As. two broad B.:acons,· set in op.:n ~elcls, 
Send fo rm th.:ir flames fu r off to every shyre, 
And WOIrning give, that enemies eompyr.: 
With fire and sword the region to invade; 
So Ram'd his cyne with rage and ranoorow yre: 
But fam within, as in a hollow glade, 

Those: glaring lampcs were se:t, mat mad.: a dreadfuU shad.: . 

xv 
So dr.:adfuJly he tOWOlrcls him did pas, 

For.:lifting up aloft his sp.:ckl.:d brest, 
And oft.:n bounding on rhe bruS«! gras, 
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As for g~~t jopnn' of his nnYrom~ guesl. 
Eftsooncs he l?1l auv.mce his haugh ti~ cresl . 
As chaufi'l;'(l Bur,' his brisdcs doth upr~rc . 
And shoke his scak~ 10 bam·1I n'<ldy dn:$I: 
Thlt mad~' the Rcdnoss<, knight nigh quake for fea~. 

As bidding hold ddi,I!lCe: 10 his I~man nt:are. 

XV] 

The knight g~n t~irdy couch his swanit: $~OIlre, 
And fiercd)' rolll at him with rigorous mighl: 
Th~ point<..:! SHock Jrriving ruddy Ih~·ar~. 
His harder hi'k would neither perce, nor bight. 

130 

135 

BUI glaunrinl! by ',)fIh p;lSS~xI 'olWOlro right: 140 
Yet sort: ~rll()\"ed wilh .~o puiss;r.unl push. 
Th", wmhfull hl·;\.>t ~buUf him wrIlt:d light. 
And him ~o rudely passing by. did brush 

With his Jonl! my]e. Ihal horse: ~nd man 10 ground did rwh. 

XVII 

BOlh horse: ~ nd 111311 up lightly rn~t: agai ne, 
And fre.,h encuunter toward, him addresr: 
BUI Ih'idlt: Stroke yel hack", r«oyld in Yaine, 
And found nu ph .:t: his dad]y poinl to reu. 
Exc«ding tage cnfhm'd tht: furious bea,t, 
To be avenged of so great dcspighl: 
For never fclt hiI impc:rceable brest 
So wondrous force, fro m hand of liying wight: 

YCI had he provo the: powre of many a puissantlmight. 

XVIII 

Then with his waving wings displayt:d Yl)'dc, 
Himsd(c up high he lifted from Iht: ground. 
And with strong fl ighl did forcibly divide 
Th~ yielding ai re. which nigh 100 feeble found 
Hcr flitling parIs.· and ck mclll unsound. 
To karc so greal a weight: he cUHing way 
Wilh his broad sayles, abom him soared round: 
Atla.!! low slouping' wilh unwcldie .rway, 

Snatch[ up both horse and man. to bcarc them quite away. 

XlX 

long he Ihcm bore above the subjecl plainc. 
So far as Ewghcn bow a shaft may send, 
nil stntggling strong did him at last ron5U'aine 
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To l~t them downe beror~ his Righre5 end: 
AI; hagard hauke,· presuming to contend 
With hardie fowle, above his hable migh(,o 
H is wearie pounces all in vaine doth spend 
To trusse the pray 100 heavy for his Right; 170 

Which comming dawne to ground, does free it sdre: by fight. 

xx 
He: so disseized" orhis gryping grosse:, 
The knight his lhrillam speuC' again assayd 
1n his bl'lls'plarC'd body to embo.uc. 
And three mens strcngth unto the moke: he: layd; 
Wherewith the stiffc: bamc quaked, as affr"yd, 
And glauncing from his scaly nttkc:, did glydc 
C[~ under his left wing. then hro.ad displayd: 
The: pen;ing stede: there: wrought a wound full wyde. 

Th:n with the uncouth smart the: MonSler lowdly crydc. 

XXI 

He crydc:, a$ raging SC:<LS arc: WOnt to rorc:, 
When winny storme his wr:athfull wr«:k does mrel.l 
The: roaring billowes beat the ragged shore:, 
As thq the carlh would shoulder from her sell, 

And grc:edy gulfe doc:s gape,· al he would !:at 
His neighbour dement in his revenge: 
T hen gin the bluming brcthreno boldly thrC1lt 
To move the world from off his SlC1Idfa.n henge, 

And boystrOUS baudl make, C1Ich other to avenge. 

XXI I 

T he steely head srucke fall still in his Resh, 
Till with his crudl dawes he snatch1 the wood, 
And quite a sunder broke. Fonh Rowed fresh 
A gushing river of blacke g<nrie blood, 
T hat drowned all the land, whereon he stood: 
The su c:ame thereof would drive a water-miU: 
Trebly augmented WOl5 his furious mood 
Wi1h bitter sencc: of his dec:pc: rooled ill, 

That Hames of fi re he thrc:w forth from his large nosethriU. 

XXI II 

His hideous tayle then hurled he about, 
And thc:rc:with all cnwr.l.pl thc: nimble thyes 
Of his froth-fomy Stea:!, whose courage stOUt 
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Striving to loose the knOt that fa${ him ryes, 
Himselfe in sneighter b:mdes too rash implycs, 
That to the ground he is perforce con5lraynd 
To throw his rider: who CoI.n quickly ryse 
From off the ea rth, with durry blood dim.ynd, 

For that reprochfull fall right fowly he disdaynd. 

XXIV 

And 6erccly cooke his trenchand blade in h:md. 
With which he stroke so furious and so fell , 
That nothing sccmd me puissaunce could withstand: 
Upon his crest the hardncd yron fell, 
But his more hardned n est was armd so well. 
TIm deeper dim therein it would not make; 
Yet so extremely did the buffe him quell. 
That from thenceforth he shund the like to take, 

But when he saw them come. he did them still fom.kc. 

xxv 
The knight was wroth to sec: his moke beguyld. 

And smote againc with more outngeous might; 
But backe againe the spart kling nede [«oyld. 
And left not any marke. where it did light. 
As if in Adamant rocke it had Ix:ne pight. 
The Ix:asl impatient of his smarting wound. 
And of so fierce and forcible despight. 
Thought with his wings to srye above the ground; 

But his late wounded wing unserviceable found. 

XXVI 

Then full of griefe and anguish vehement, 
He lowdly br1lyd , that like was never heard. 
And from his wide devouring oven" sent 
A Rake of fire. that. Hashing in his beard, 
Him al l am=:!. and almost made affeard: 
The scorchi ng Hame sore swinged all hl$ face, 
And through his armour all his body seard. 
That he could not endure 5-0 cruell cace, 

But thought his armes to leave. and helmet to unlace. 

XXVII 

Notlhat great Champion' of the antique world. 
Whom fam ous Poetes verse so much doth VlIunt, 
And hath for twelve huge labours high Clttold, 

205 

210 

215 

220 

225 

230 

235 



198 QUUN: Dtlign. Thrfl? lind HiJtory in Gllmtr And MilT/milts 

So many furies and sharpe fits did haum , 
When him the poysond garment did cnchaum, 
With Centaures bloud and bloudie verses charm'd; 
As did this knight twelve thousand dolours daunt, 
Who m fyri c: steele now burnt, {hat c:arst him arm'd, 

ThaI erst him goodly arm'd, now most of al l him harm'd. 

XXVIII 

Faint, wearie, sore, c:mboyled. grieved, bremO 
With heat. coyle, wounds, armes, smart, and inward fire: , 

That !ltver man such mischiefe! did torment; 
Death beller were, death did he oft desi re, 
BUI death will never come, when needes require:. 
Whom so dismayd when that his foe behdd, 
He cast to suITer him no more respire, 
But gan his sturdy sterne about to weld, 

And him so strongly st roke, that to the ground him fdd. 

XXIX 

It fortunc:d, (as faire it then befell,) 
Behind his hacke unw~~l ing, where h~ stood, 
Of aunci~nt tim~ th~ r~ was a springing well. 
From which fast trickl~d forlh a silv~r Rood, 
Full of great v~rtues , and for m~d'cin~ good. 
Whylom~, b~for~ that curs~d Dragon gOI 
That happy land, and all with innoc~m blood 
Defyld Ihos~ sacred waves, it rightly hOI 
Thr w.-ll of'jft,a n~ ycr his vertues had forgot . 

xxx 
For unto l i f~ thc d~ad it could res torc, 
And guilr of sinful! crimcs d~anc wash away, 
Those that with sickn~ssc wcre infcctcd sorc 
It could recu r~, and ag~d long decay 
Renew, as on~ wcr~ born~ th:,1.[ v~ry day. 
Both Siloa this, and Jordan did cxccll, 
And th' English Bam,a and ~k~ thc Gcrman Spau; 
Ne can Ccphisc.· nor H~brus match th is w~ll: 

Into the samc the knight back overth rowcn, fd! . 

XXXl 

Now gan mc goldcn Phoebus for to steepc 
H is fierie &ce in billowes of the west, 
And his faint stecdes watm!. in Ocean deepc, 
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Whiles from their journal! labours they did rest. 
When th~{ infernall Munstl'r. having k('S( 
His w~arie foe inw th,H Jil'ing wdl. 
Can high advance hi.~ hro~d discoloured brest 
Abo\·o:- his WOnt.:. ] pitch. with countenanu fell. 

And dapt his yron winp, l$ viO:-lor he did dwell. 

xx.,X II 

Which wh.:n his po:-nsiv.: udie u w from Carre. 
Grear wue and surrow did her soule ass.ay, 
As wtenin£ (hat !he: sad cnd of th~ warre. 
And gan fa highest God entirdy pray. 
ThaI l(-:r red chance from her to (urne away; 
With folded han<l.~ aud knees full lowly Dcnt, 
All nighl she watch! . ne once adowne would lay 
Her daimit" limb~ in her sad drnimenl, 

But praying still did wake. and waking did lament. 

XXX III 

The morruw neXI gan t'arly 10 appo:-are. 
That ' ri ran ros.: 10 runnl' hi.~ dai ly race; 
BUI early crt" the morrow n()(t gan relrc 
OUI of rht' 5(":1 f~irc Titans dcawy face, 
Up mite the gentle virgin from her place, 
And looked all about. if she might spy 
Her loved knight to moveo his manly pace: 
For she had great douht of his safery, 

Since b te she saw him faJlbtfore his enemy. 

XXXlV 

At JUI she saw, where he upstarted brave 
OUt of Ihe wdl. wherein he drenched lay: 
As EagleO fresh OUt of the Ocean wave, 
When: he hath left his plumes all hoary gray, 
And deckt himselfe with feathers youthly 82Y, 
like Eras hauke up mOUntS unlO Ihe skies, 
His newly budded pinc:ons to assay. 
And marvo:-iles at himselfe. still as ho:- flies: 

So new Ihis new-born o:- knight to bandl new did rise. 

XXXV 

Whom when the damned fcend so fresh did spy, 
No wonder if he wondrcd at the sight, 
And doubted, whO:-lher his lale enemy 
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It w~re, or other new supplied knighL 
He. now (Q prove: his late renewed might. 

High brandishing his bright dt-aw-burning bladc:,o 
Upon hi~ crested !Calpe so sore did 5miu:, 
ThaI (0 {he scull a yawning wound it m:adc:; 

The: deadly dim his dulled sCrim all dismaid. 

XXXVI 

I WOIe: nOt. whcther thc: revenging stccle: 
Were h3rdncd with lhac holy watc:r dew, 
Wherein he (ell, or sharper cdg ... did fulc, 
Or his bapril.cd hands now greater grew; 
Or other ~et: rc{ veTlue did ,'nsew; 

Els ... ncvn couM th ... force of Ac:shly arnie:, 
Nc: molten mcuall in his blood c:mhrc:wQ

: 

For lill that stownd could nc:vc:r wigh t him ha rmc:, 

By subtiley. nor slight. nor might. nor mighty charmc:, 

XXXVII 

The: crucll wound enraged him so sore, 
That loun he yddcJ fur exceed ing pain~: 
As hundr~d famlling Lyom s~<'m'd to ror~, 
Whom [;\venou.~ hunser did thcr~to conslrain~: 

Th~n g~n he IOs~e al"fl his str~lch~d Ir.lin~, 
And therewi!!l scourg~ (h~ 1:1lIxorne aire so sor~, 

That 10 hi~ forc~ to rce1d~n it was fa i !\~: 

N~ oughl his slUrdy strokes mighl stand afor~ , 

Thai high Hc<:S overlhrew, and rock.~ in pe«es tole. 

xx.XVIl1 

Th~ same: advauncing high above: his h~ad. 
W ilh sharpe inl~!\ded slingG so rude him smot, 
T haI to the ~3r1h him drov~. as STricken d~ad, 
Ne liYing wighl would ha"e him life behm: 
Th~ mOrlal! Sling his angry nC'Cdl~ shot 
Quil~ Ihrough his shidd. and in his should~r seasd, 
Wh~r~ fast il slUcke, n~ would th~re OUI be got: 
Th~ gri~f~ th~rcof him wondrous sore diSMsd, 
N~ might his ranckling pain~ with patience be appasd, 

XXXlX 

BUI y~1 mor~ mindfull orhis honour dcarc, 
Then of the grievous smart , which him did wring, 
From loathed soile h~ can him lighdy reare, 
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And mOl· ... W looS<.' Ih ... f.u inhx<'<1 slin):: 
Which when in I·Jin,· h ... Ir),d,' wilh slru!:I;ding. 
InRam,1 with ",wh. his r.lging blade he heft. 
And s(lw ke S<l ,tr<lIlglv. lh31 th ... knoH)' string 
Of his htl):" tJile he quil"':1 $un,i...r cI ... h . 

Fil"(' join!) Iherrufhe h ... wJ. ;mJ bUllh ... Slump himldt. 

XL 

H~n (':I. nl1<>[ ,hi"h·. ",h.1t uutr.lge. :lnd what cry". 
With t;ml,· ,·ntollldr<·<I .~nw.lh· Jnd Ibshin!: fi ...... 
The h,·II ·bf<·, ll l<',ISI Ih l'''''' t;.nh IInw [h ... sk)"('s. 
Th.![ .III wa> c'''''' r,>,1 with ,IJrh'nesse dire; 
Th ... n irauglu wilh I.m,uut. Jml "ngurgnl in- . 
H(' .-.1) 1 J I (til':,' him I" .I\·,·n,.,· lor :ill. 
AmI !;Jlh<"fm~ up h;m~d t~· 0111 of th ... m;l'<', 
With hi , un,·"<' '' winJ.!' did h<'fed)' (:til, 

Upon hi, 'lLIlrIt··nnghl . hid.!. :Iud gripE il (:U[ withal!. 

XLI 

Much WJ~ [h<, l11 JU ,· rKulu!.".·,1 with his hold. 
In frJf(, 10 10'0(' l,i. w (,JI>lUI in his paw. 
Ne W ill yel. h"" hi ~ !Jtrun!s III unfold: 
For harder "'d.' lrum (:.-d .... l lI~ gr ... ..dy jaw 
10 pluck" a hun,". !l1l'1l flO m hi~ crudl cbw 
"0 r",JV" b)· sU<"flglh the Wip<-..;I gag ... o away: 
'nlriw he :L _,~ayd it frulll h i.~ fflo! 10 draw. 
And thr iS<' in v:line 10 draw i[ (lid U!>2.y. 

II booted nouglu [U ,hink ... to robbc.: him of hi .. pny. 

XUI 

Tho when he ~w no power might pr<"Vail ... , 
His IIus[i ... ""ord he cald 10 his I;l.~[ aid. 
Wh ... ,ewith h ... fi ercdy did his foc- ;maiJ ... , 
And double hlowes about him stoutly laid. 
Tha, gJauncing nr ... Out or rhe yron plaid; 
Iu !parckles from Ihe Andvik llSot 10 Ry, 
Wh ... n h<.';lVY hammers on fh e: wcd~ arc: swaid: 
Th~'cwith at li.'il h ... (Orsl him [ 0 umy 

Onc of his grasping f ...... tc , him to d ... fend th ... reby. 

XLIII 

Th ... olh ... r fOOl , fi.'it fixed on his shield, 
Wh ... nas no strcngth . nor suoks mOiC him COn5[nin ... 
To lOOSe: . nc yet th ... warl ik ... pledg ... [0 yidd, 
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He smot thereat with all his might and maine, 
That nought so wondrous puiSS3.uncc might sustaine; 

Upon the joint the lucky stede did light, 
And made such way, that hewd it quite in twaine; 
The paw yett mi~d not his minisht might,Q 

But hong stiU on the shield, as it at first was pight. 

XLIV 

For griefe thereof and divelish despighr,o 
From his infc:rnill foumace forth he threw 

385 

Huge flames, thac dimmed all the heivens light, 390 
Enrold in duskish smoke and brimstone blew: 

~ burning Aetna from his boyling Stew 

Doth belch OUt flames, and lockes in p«ces broke, 
And ragged ribs of mountains molten new, 
Enwl'ilpt in coleblackc: clouds and filthy smoke, 395 

That all the land with stench, and heaven with horror choke:. 

XLV 

The: heate whereof, and harmefull pestilence 
So sore him noyd, that forst him to refire 
A little backward for his best defence, 
To save his body from the scorching fire, 
Which he from hellish emrailes did expire. 
It chaunst (eternall God that chaunce did guide,) 
As he reooiled backward, in the mire 
His nigh forwearied feeble feet did slide, 

And downe he fell, with dread of shame sore terrifide. 

XLVI 

There grew a goodly [reeO him faire beside, 
Loaden with fruit and apples rosie red, 
As they in pure vermilion had beene dide, 
Whereof great vertues over all were redO: 
For happy life to all which thereon fed, 
And life eke everlasting did befall: 
Great God it planted in that blessed sted 
With his Almighty hand, and did it call 

The tree of life, the crime of our first fathers fa1I.o 

XLVII 

In all the world like was flOt to be found, 
Save in that .mile, where aU good things did grow, 
And freely sprong out of the fruitfull ground, 
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AJ incorrupted N:.llurc- did th~m sow. 

lill thar drc-ad Dragon all did overthrow. 
Another like mire trce eke grew thereby, 
Whereof whom did cal, eftsooncs did know 
Both good and ill: 0 mornefUll memory; 
T~t tree: through olle mans fauil hath docn us all to dy. 

XlVIII 

From that first tree fonh fl owd, as from a well. 
A trickling sueamc of Balme. most soveraine 
And daimy deare. which on the ground, still fell . 
And overflowed all thc fertile plaine, 
AJ it had deawcd belle with timely raine: 
Life and long hullh Ihal gratious oinunem gave. 
And deadly wounds could h~a1e and rea«' againe 
The senselessc corse appointed for the grave. 

Into that same he fel!: which did from death him save. 

xux 
For nigh thereto the ever damned be:...st 
Durst not approch. fo r he wa.s dadly made,· 
And all Ihat life prcscl"led did detcst: 
YCt h~ is oft adventur'd 10 invade. 
By this the drouping day-light gan to fade. 
And yield his roome to sad succeeding night, 
Who with hcr sable mantle gan to shade 
The face of earth, and wayes of living wight, 

And high her burning torch set up in heaVCI bright. 

L 

When gende Una saw the KCOnd fall 
Of her deare knight. who wearic oflong fight , 
And faint throUgh losse of blood, mov'd not at all, 
But lay, as in a dreame of dc-epe delight, 
Bcsmeard with pretious Balme, whose vertllOUS might 
Did heale his wounds, and scorching heat a1ay. 
Againe s~ Stricken was with sore affright. 
And for his safctie gan devoutly pray, 

And watch the noyous night. and wait for joyuus day. 

LI 

The joyous day gan ~ar1y to appeare. 
And fiU re Aurora from the dawy bed 
Of aged lithone gan hcrself~ to rea«' 
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With rosY cheekes, ror shame as blu~hing red: 
Her golden locks for haste were loosely shed 
About her e:nes, when Una her did marke 
Clymlx to her charel, all with Rowers spred; 
From heaven high to chase the chearelessc darke, 

With merry note her loud ~alU{es the mounting larke. 

L11 

Then freshly up arose me doughtie knight, 
All healed of his hurlS and woundes wide. 
And did himselfe to bandl ready dighr: 
Whose early foe awaiting him besidc 
To have devourd, so soone as day he spyde, 
When now he saw himselfe so freshly rene, 
As if latc fight had nought him damnifyde, 
He woxe dismayd, and gan his fate to feare: 

Nathlesse with WOnted rage he him advaunced neare. 

LIn 

And in his first encounter, gaping wide,o 
He thought anonec him to have s ..... a1lowd quighl. 
And rush! upon him with OUlragiOUS pride: 
Who him r'encoumring fierce, as hauke in Right 
Perforce rebuned backe. The weapon bright 
Taking advantage of his open jaw. 
R= through h.is mouth with so importune might, 
That deep<: emperst his tbrksome hollow maw. 

And back reryrd,o hi.-; life blood forth. with all did draw. 

L1V 

So downe he fell, and forth hili life did breath, 
That vani.-;ht into smoke and cloudes swift: 
So downe he fell, that Ih' earth him underneath 
Did grone, as feeble so great load to lift; 
So downe he fell, as an h.uge rockie clift, 
Whose false fountbtion waves have WASh! away. 
With dread full payse is from the mayncland rift, 
And rolling downe, great Neptune doth dismay; 

So downe he fell. and like an heaped moumaine lay. 

LV 

l~ knighl himseJfe even trembled al hi.-; fall , 
So huge and horrible a masse it .seem'd. 
And his deare Ladie, that beheld il all, 
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Durst nO( ~pproch for dr~.d , which she misdeem'd;· 
Bur yet at lan, whenas the direfull feo::nd 
She saw not slim:, olT-shaking vai ne affright, 
She nigher drew, and ~~w {hat joyow end: 
Then God she praysd, and thank! her faithful! knight, 

That had alchieved so great a conquest by his might. 

• • • • • 

CANTO XII 

Faire Una ( 0 the Rtdcrosse knight. 
beuouthed is wi th joy: 

Though ~se Duc:ss:l it [0 Nne 
her fillst sleighu dot imp!oy. 

I 

BEHOLD! see the haven nigh at hand, 
To which! meane my wearie course TO bend; 
V('K the maine shere,o and beare up with the land, 
The which afore is fairdy to be kend, 
And scc:meth safe from storms thaI lTl3yoffend; 
~ this faire virgin wnrie of her way 
Must landed be. now at her journeya end: 
TheK eke my feeble' barke a whi!e' may Sfay 

Till merry wind and wather call heT thence away. 

II 

&.arsdy had PhoebU5 in the glooming Eut 
Yet harnessed his firi~- footed t~~me, 
Ne r('ard above the eanh his flaming crea$(; 
When the last deadlv smoke aloft did steeme 
That signe of last o~tbreathed life did s«me 
Unto the watchman on the osrle wall, 
Who thereby dead that balel'u!] Beast did c:kc:me, 
And to his lord and Lidie 10","<1 gan ull, 

To leI! how he had $«n( the Dragons fatall fall. 

III 

Uprose with hastie joy. and f",ebl", speed 
ThaI aged Sin:, the L",i of all that land, 
And looked forth, to weel if true ind~e 
Thou: I)'dings W~fC', as he did understand, 
Which when15 Iru~ hy u)'a ll he out found , 
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He bad to open wyde his bt1lZCn g3te, 
Which long time had bene shul, and OUI of hondo 
Proclaymed joy :lnd peace through all his statc; 

For dead now was their foc which them fornycd l:lte. 

IV 

Then g:ln triumphant Trompets sound on hie, 
Th:lt sem 10 hea~n the «choed repon 
O f their new joy, and happie viaorie 
Gainn him, rhat had them long opprest with torr , 
And f.roSt imprisoned in sieged fort. 
Then all the people. as in solemne fcast, 
To him assembled with one full consort, 
Rtjoycing at the fal l of that great beast, 

From whose eternall bond:lge now they were telcast. 

V 

Forth came chat auncient Lord and aged Quccne, 
Anyd in wtique robes downe 10 the ground, 
And ~d habilimen15 right wdl besccne; 
A noble crew aboUI them waited round 
Of sage md sober Peres. all gravely gownd; 
Whom &orre befon:: did man::h a goodly bmd 
Of tall young men,· all hable urnes to sownd, 
But now they l:lurdl bt1lunches bore in h:llld; 

GI:ld signe of viaorie:llld peace in all their lmd. 

VI 

UntO that dougillie Conquerour they came, 
And him before themselves pC05tt1lting low, 
Their Lord and Patrone loud did him procl:une, 
And at his feet their laurell boughes did throw. 
Soone :.ther (hem all dauncing on a row 
The comely vi rgi ns C:lme, with girlwds dight, 
As fresh as fl OWles in medow grccne do grow, 
When morning deaw upon their lcaves doth light! 

And in thei r hmds SWCCt Timbrels all uphdd on hight. 

VII 

And them before, the fry of children young 
Their wanton sporn and childish mirth did play, 
And to the Maydcns· sounding £ymbrels sung, 
In wdl alluned note!>, a joyous I:lY, 
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And made delightfull musicke all the way, 
Untill they cam~ . where thaI faire virgin stood: 
As faire Dianl in fn::sh ~ommers day, 
Beholds her Nymphes enraung'd in shadie wood, 

Some wrestle, wme do run, wme bache in christall flood: 

VIII 

So she beheld those maydens merimen! 
With chearefuJl Yew; who when to her mey came, 
Themselves to ground with gracious humbl~ bent, 
And her ador'd hy honorable name. 
Lifting to heaven her everlasting f;une: 
Then on her head they set a girland gr~ne. 
And crowned her twixt earn~t and rwixt gam~ 
Who in her self-rt$\'mblancr well beseene.o 

Did seeme such, as she was, a goodly maiden Quecne. 

IX 

And after, all the taskall manyo tm, 
Heaped mgether in rude rablemen!, 
To see the face of that victorious man: 
Whom al l admired , as from he .... en sen!, 
And gud upon with gaping wonderment. 
But when they came where that dead Dragon lay, 
Stretcht on the ground in monstrous large atent, 
The sight with idle feare did them dismay, 

Ne dUTSt approch him nigh. to touch, or once assay. 

x 
Some feard. and fled: some feaM and well it faynd: 
One that would wiser seeme then all the resl. 

Warnd him not touch, for yet perhaps remaynd 
Some lingring life within his hollow brest. 
Or in his womb<: might lurke some hidden ncst 
Of many Dragoneu, his fruitfull seed: 
AnOther said, that in his (ycs did tCSt 
Yet sparckling fire. :md bad thereof uke hC'Cd: 

AnOther said. he saw him move his eyes indeed. 

XI 

One mother, when as her foolehardie ehyld 
Did come too neare. and wirh his talams play. 
Halfe dead through fure. her linle babe m-yld, 
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And to her gossips g.m in counsell say; 
H ow can I tell , but that his (allOts may 
Yet scratch my sonne, or rend his tender hand~ 
So diversly themselves in vaine they fray; 
Whiles some more bold, to measure: him nigh stand, 

To prove how many acres he did spread of land. 

XII 

Thus Aocked all ,he falke him round about, 
The whiles that hoarie king. with all his traine, 
Being uriv~ where that champion Stout 

After his foes def=nu did r(maine. 
Him goodly grttles, and faire does emcrl:.lim: 
With princely gifts of yvor ie :md gold , 
And thounnd [h.:lnk~ him yeclw for al l his paine. 
Then when his daughter delfe he docs behold, 

Her dcardy dorh imbrace. and kisseth manifold. 

XIII 

And after to his PaJlacc he them brings. 
With. sh:mmcs, and uompets, and with Clarions sweet; 
And all the: way the: joyous people: sings, 
And with their garmenu suowes the paVC'd StfC'C'(; 
WhenCC' mounting up, they find purveyanCC' mc:c:t 
Of al l that royal l Princes coun became:, 
And all the floore was underneath their feet 
Bespred with costly scarlot of great name:,~ 

On which they lowly si t, and fitting purpose frame." 

XIV 

What needs me tell their feast and goodly guizc,· 
In which was nothing riotous nor vaine? 
What needs of dainry dishes to dcvizc, 
Of comc:ly services., or courdy (rayne? 
My narrow leaves emnot in th('m containe: 
Th(' larg(' d iscourse: of loyall Princes stal('. 
Yet was rh('ir manncr then but bare and plaine: 
For th' antique world exceMC and pride did hate; 

Such proud luxurious pompe is swoil('n up but latc. 

XV 

The:n when with m('ates and drinkes of every kinde 
The:ir fervent appetites they quenched had, 
Thai auncient Lord gan fit occa.sion finde, 
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C. Tht FatTit QUit" 

Of n raunge adventures. and of perils sad, 
Which in his travel l him befallen had, 
For to demaund of his renowmed guesl: 
Who then with utt 'rance grave. and count'nanc::t sad, 
From point to point, as is before exprest. 

Discount his voyag~ long. acc::ording his l"«Iuest. 

XVI 

Great pleasures mixi with pilliful regard. 
That godly Killg and Queent did passionate, 
Whiles they his pillifull advenrures heard, 
That on the)' did lament his [uck.l nsc state. 
And often blame the roo importune fate, 
That heaped on him so m:l.ny wrath fu l! wreakes~ 

For never gentle knight, JS he oflate. 
So tossed was in fortunes crud[ freakes; 

And all the while s:ttt teares bedeawd the hearers cheaks. 

XVII 

Then sayd the royall Pere in sober wise; 
Deare Sonne, great beene the evils which ye bore 
From firs! to [as! in your [ate enterprise, 
That I note whether praysc. or pitty more: 
For never living man . I weenc. 50 sore 
In sea of deadly daungers was disucst; 
But since now safe yc seised have the shore, 
And well ar rived Jre, (high God be blest) 

let us devitt of ease and everlasting rcst. 

XVIJI 

Ah, dUro! Lord, s:tid then that doughty knight, 
Of case or rest I may nOl yet devizc, 
For by the faith, which I to armes have plight. 
I bounden am streight aner th is empriz.c, 
A5 that your daughtcr can ye well advi~c, 
& cke to {e!Urne to that grot Faerie Quccne. 
And her to setve six yeafCS in warlike wizc, 
Gainst that proud Paynim kingO that workes her tecne 

Therefore I ought crave pardon. dll I there have beene. 

XIX 

Unhappie falles that hard nccessitie, 
(Quoth he) the troub[er of my happie peace, 
And vowed foc of my fdidde ; 
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Ne I ag,aiml Ihe !.arne c~ n ju.\lly plc:au: 
BUI ~incc th~1 h~nc.l yc: cannOI rlUw,de;&';C, 
Nfl! docn undo~ ; (fOf VOWe, may nOI be V'~ine ,) 

Soonc::llo Ihe lelme of Iho'>( ~ix yC~ lo U1:&11 case, 
Ye Ihen ~Iull hilher h;.Ldu: rC:lurne ~g<linc . 

Thc m~rrial>e I" :&ccompli_Ih vowd betwlXI you twain. 

xx 
W.II~ h fUI my 1':&11 I ~"~CI 10 I'c,forme:, 

In ~Ofl a)· Ih,uugh Ihe w",lc.l l Jlc.l pwdame. 
Th~1 wllU'>l' kiM Ih~1 mo,,_"er nUJ\I d~,fOIIll e:. 

/\ml him in h~/(I y h~H~il~ ''''C f(~r''e, 

SllUulJ have lI1il1<' .. m'ly tI~ul;hr ~ ' In I", Damc. 
And "r my kinj;d"lIle h~YI~ ~pl'~r~"nI il«: 
Thl;'ll;'f"I<' )lml;' m.w 10 ,hl;'e f'Clle ine:1 Ihe '-'Ine, 
ilr l\I;'W . 11;')('11 of nohle dlo;'V'~llo;'o;'. 

Undl tl~uglHel ~ml I;'kc lung. lulIIl;' , I .. , I yi .. ltlto Ihee, 

XXI 

Then f .. nh h .. ull .... 1 th~1 hi, .I:&lIl)luel f~jle , 

Th .. failot Un' 1m undy tbul:hlel .Ie~ .... , 
Hi) undy d~ul;hlrr, ~II,I hi) "lid)' ho;')'r .. ; 
Who f(lllh 1' 1I":l;'nlirr~ wilh _aJ ",1..-, ~h"~IC , 

No brij;hl ~~ J .. th Ihl;' llI"min!; 'l.ul,' ~1'1>e~le 
OUI uf the b ._I. with Ibmirr!) 1 .. ,kl;'-, 1>e,IIj:hl, 
'10 IdllhJt JJwninl; ,b y I~ ,IrJWIIII; III;'~I" , 

And to Ihe wurlc.l J UI;'S Illinl; lonl; wi)hN lighl; 
So f:ai .... ~nd flc~h Ih~I \..~Jy ~hewtl her ,-<If .. in ~ig.lu . 

XX II 

So fili i" :&nd frelh. :&-~ fro hnl Howrl;' in M:&y; 
Follhe h:.ltlla)\llwr muurndull ~Iul .. olSide, 
And widov.', Iikl;' S".IJ wimple ,h",wne :&WlIy, 
Whe .... with her hUI"('nl ), be:&ulic: ~ hl;' did hide, 
While$ on hl' l wl;'J rk joulIln' ~he Jit! ride; 
And on her nol'o' ~ g:lftllenl ~he did 1'o'~.!le. 
All lilly white, wilhuunen spot. 1)1 pride, 
Thai .s«md like $ilk( .!lId s.il~r 1'o'00'en ne:afC", 

BUI ndlher silk( nor sil\'~r Iherein d id apptafC". 

XXIII 

Th( bluing brighlntsSe of hn be-~utia be:une, 
And g1orioU$light ofh .. r sunshyn~' filcc. 
To ,til. .... "(' .... ilS to mh·( ~nn Ih( nream.(: 
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,\1)' r.l~..J run .. s .II .. .I ll "'" IUd .. .Iud h ... · ... 
H .. I ho\'C"h lill<"JII1 .. nl, I~·r I .. "IKn.lO:" . 

Nt' ... olld .. r; I .. ,r 11 .. 1 '''''11'' J .... , .. 1 .... ..J k"i~ht , 
,.\11 wa<" )11 .. - ,1.1 ' I, "lin 1,,111,<"11;" il1 pl .l'-'('. 
DiJ wI'nJ, r m il, h .I I II .. , "<' I~flJII "t:I,,: 

Oil lud h<" ...... ·11 .. [, .. t I .. tr,". I'll! 1l .. \'CI ~l lair<" Ji~h!. 

XXI\ 

So (;,"(,1. d,~hl " " h" 11 , 11(' 111 I'rr ..... I1, .. , .1m ... 
5h .. hJ h .. r 'lI r mJ,k I",mhl,' t,·' ·n,·n, ('. 

And j" ." , ... I I"" tl IJ ! hn rt~l" " .. 11 1\('\";0 111", 
AnJ .. ,lJr,1 ~t.l' <" u",., h(' , .. "..11 .. ", (, ; 
l,I;'h •• "nil ~ t ' .II " , .. . I .• ,,! .. ~'h l ~r ~\.,' r1' ''lu .. n, .. 
Thu, t:.I 11 '" ... ' II"" ~ ' f II, 11",, 11.1, \ ",i,1. 
\lO '" h It. 1111" ' 1 ........ 1 .. , ., ",I .. ·.· I1I1I1 j.; 1:" '.11 1'10· ... n,'\" 

l .1111 .. ,,,"n'lI,, ''' . 11111, 1, 1,1.. .. ~ mJII ,1''''''.Ii,1. 
A ,\ If ..... "" .. ' ".,1 , 1..."." . "Indtlm m""'~g" .\.lid. 

All ,n Ih .. "lor" h~1I ~ ''' AI<,.I , .. ~ .. I 
AI .".I.lfllll1"'''' . ,IIIoJ' un", .. ,,," ,i l~lll . 

An.I ... · .. n<I,"'1 .I, In. I" r .. dol .. " .. 1I~ " i .. m'~.d " 
~,I ... I", n""J~h, ",,,01.1 ' 1.1 )' I" , lu" .lK" r i~lll . 
I ,ll f. " 1..,1"lf tl" k", ,, I,c ..1,,1 Jli,:III ; 
'.In..I,, I J lIlH~ .1.11. ,;I " ~ ' 1"",,1>1.. .. ,,· h .. ,Ji.1 fU~k .. , 
Au,l kmllo .. " ' '''''''\ , I'I'I'e'e"l1 [, I." { .. <ol w~~ [l i~ht : 
"Ih\" " IU hi, itJlllh I l ,~ , 1'I'(;t [,e dlll lK"t~k ... 

\l'lln", he ,I, ...- I.,,,nl;' ,,".1 ,I"", :" dl\"I '~P'" ~ I,~kc: . 

XXVI 

To Ihc:t. ffl\/\! "lI/o:''' ~' k lUg \/f hol"l! f~lIc. 
lin g(<<'lIl1g 'o<"nJ, III d1<:\C \~d lin .. , add,nt . 
The .... ,,(1.111 d~ugllle , . ~nJ (') f\~ken h .. i,c 
Of .h~1 grCllI l:-.mpcl'lUl <,{ :.lIll1e Wn' : 
And b,d~ Ihe(' b .. ~d YIl<;d fIJI Ih" 1,01 . 
Er" ,hou lhy diluglller [mek III holy h~nd 
Of wedlnck .. 10 Ih~1 new unknowcn gunt; 
For h" alrc3dy plighted hi_, righl hand 

Unto 31l()(her lo\·e. ~nd III ano,h"r bnd. 

XXVII 

To me ~ mayd. or n.lher widow ud, 
lic wa., affi~unccd IlIng lime before. 
And \aC' cd pl .. dge h .. both gaye:, and had. 
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False (rTaum knight, infamous, and forswore: 

Witnessc the burning Altars, which he swore, 

And gui\tic hC;lV(nS of his bold perjury, 
"Which though he huh polluted oft of yore, 
Yet I to them for judgement just do fly. 

And them conjure ('avenge this shamefull injury. 

XXVlll 

Therefore since mine he is, or free or bond, 

240 

Or false or mw, or living or else dead, 245 
Withhold, 0 soverainc Prince, your hasty hond 

From knitting league with him, I you ~ad; 
Nt weene my righT with strength adownc to tread, 
Through weaknessc of my widowhc:d, or woe; 
For truth is strong her rightfull cause: to plead, 250 
And shall find friends. if need require!h soc. 

So bids thee: well to f.ne:, Thy neither friend. nor foe, Fidma. 

)()(j)( 

When he: these bimr byting wordes had red, 
The: cydings maun~ did him abashed make, 
That still he Sate long time astonished, 
N; in great muse, ne word to creature spake. 
At last his solemne silence thus he brake, 
With doubtfull eyes fast fixed on his guest; 
Redoubted knight, that for mine ondy sake 
Thy life and honour late adventurest, 

Ler nought be hid from me, that ought to be exprest. 

xxx 
What meane these bloody vowes, and idle threats, 
Thtowne out from womanish impatient mind? 
What heavens? what a.ltars? what enraged heates 
Here heaped up with termes of love unkind, 
My conscience dea.re with guilty ba.nds would bind? 
High God be wirnesse, that 1 guiltlesse OlITle. 
But if your sdfe, Sir knight, ye faultie find, 
Or wrapped be in loves of former OOlITle, 

With crime do not it cover, but disclose the same. 

XXXI 

To whom the ~dcrosse knight this answere sent 
My Lord, my King, he nought hereat dismayd, 
lilJ well ye wote by grave intendiment, 
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C TIH Film! Q1ltm 

What woman, and whtr~f~rt doth m~ upbrayd 
With br~ach of lov~. and loyal[}' bwayd. 
It was in my mishaps, as hith~rward 
I lately traveild, Ihat unwares I strayd 
Out of my way, through perils straunge and hard; 

Thai day should fail~ me. ere I had them all dedard. 

XXXII 

There did I find, or rather I W3..'l found 
Of th is false woman, that Fidessa hight, 
Fidcw hight th~ taiSOt Dam~ on ground, 
Most false Du~ssa, royall richly dight. 
That easy W3..'l 10 invcgle weaktr sight: 
Who by her wicked am, and wylie skiU, 
Too false and strong for earthly skill or might, 
Unwares me wrought unto her wick~d will, 

And to my foe bctrayd. wh~n least I fcared ill. 

XXXI II 

Then stepped forth th~ goodly royall Mayd. 
And on the ground her sclfe prostrating low, 
With sober ~oumenaunce thus to him sayd; 
o pardon me, my soveraigne lord, to show 
The secret treasons, which of late I know 
To have bene wroghl by Ihal false sorccrcssc. 
She ondy $h~ it is, that eOlISt did throw 
Thil gentle knight into so great dimosc, 

That death him did awaile in dayly wretchednessc. 

XXXIV 

And now it sccmes, that she suborned halh 
This craftie messeng~ r with lemrs vaine. 
To woru new woe and unprovided SGith. 
By breaking of th~ band bc[Wixt us !Waine; 
Wherein she used hath the practicke paine 
Of this false footman, dokt with simplenessc. 
Whom if ye please for to discover plaine, 
Ye shall him Archimago nnd , I ghesse. 

The falses t man alive; who tries shall find no lesse. 

xxxv 
llw: king was grady moved at her speach, 
And, all with suddein indignation fraight , 

2/3 

275 

280 

285 

290 

'" 

300 

305 



Q'U!fJ: ~ip. TMory. II"" Huttlry in wmts ,,,,J NllmuilJtJ 

Bad 00 {hal Mcss~og~r rud~ hands to reach. 
Eftsoones {h~ Card, which on his sta!t did wait, 
AHach{ that failOr false, and bound him strait; 
Who se~ming sorely chauff~d 3t his band, 
As chained Beare, whom crudl dogs do bait,~ 
With idlt forc~ did f.Lin~ {h~m to withstand, 

And oft~n scmblaunce madt to scapc: out of th~ir hand. 

XXXVI 

But thq him layd full low in dungeon deepc, 
And bound him hand and foot~ with yron chains 
And with continual w3[ch did warely k~: 

Who then would thinke. rh3r by his subrik trains 
H~ could escape: fowlt dearh Of deadly paines? 
Thus whtn {hat princes wrath was pacifidt. 
H~ gan rtnew th~ late (o[bidden bains, 
And [0 the knight his d~ughter dear he cyde, 

With 5acred rites and vowes for tver 10 abyde. 

XXXVII 

His owne twO hands the holy knOts did knit, 
ThaI none hut death fo[ ever can devide; 
His ownc twO hands, for such a turne most fit, 
The howling fir~o did kindl~ and provide. 
And holy W31~r Ihereon sprinckltd wide; 
At which the bushy T~ade a groome did light. 
And sacred lamp in secret ch3mbcr hidt. 
Wher~ it should nO{ be: qu~nchtd day no[ night, 

For feare of evi[[ fales, but burnen ever b[ight. 

XXXVIII 

Thtn gan thq sprinckle a1llhe POSts with wine. 
And made grC31 feast 10 solemnize that d3Y; 
Thq all pe:rfumde wilh frankencensc divine, 
And precious odours fo::tchl from far away. 
ThaI all the how.:: did sweal with great aray: 
And all the while swwe Musicke did apply 
Htr curiou~ skill. tho:: warbling nOles 10 play. 
To drive away Ihe dull Melancholy; 

Tht whiles ont sung a song oflovt and jollicy. 
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XXXIX 

During the which there WOlS an heavenly noise: 
Heard sound through all the Pal lace pleasantly, 
Like as i, had bene ffi;J.0Y an Angd~ voice 
Singing before th' eternall Majesty. 
In their trinall ( riplici,ies~ on hye; 
Yel win no cr!:aWle whence that heavenly sweet 

Proceeded, yel eachonc fel! secretly 
Himsc:lfe thereby rdt of his $entes m~t. 

And ravished with rarc impression in his sprite. 

XL 

Great joy was made th:,u day of young and old, 
And solcmnc: feul proc1aimd throughout thc lwd, 
ThaI their ucttding menh may nm be told: 
Suffice it heare by signcs to understand 
The usualJ jores at !milling of loves band. 
Thris<: happy man the knight himsclfc did hold. 
Possessed of his Ladies han and hand, 
And ~r, when h is crt did her behold. 

His hcan did seeme to mdt in pleasures manifold. 

XLI 

Her joyous presence, ;ind sweet company 
In full coment he [here did long enjoy; 
Ne wicked envie, ne vile gealosy, 
His de~re delights were able [0 ~nnoy: 
Yn swimming in Ih~1 se~ of blissful I joy, 
He nought forgol how he whilome h~d sworne, 
In case he could Ih~1 monstrous beast desrroy, 
UnlO his F~erie Queene b~cke 10 returne; 

The which he shortl), did, ~nd Un~ left to mourne. 

XLII 

Now strike your s~iles ye jolly M~riners, 
For we be come umo a quiet rode, 
Where we must land $Orne of our passengers, 
And light this wearie vessel! of her lode, 
Here she a while may make her safe ~bode, 
Till she repaired h~ve her lackles spenl: 
And wants supplide. And then againe .1broad 
On the long voyage whereto she is bent: 

'Well rn.1y she spttdc and fa ircly fi nish her inlent. 
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Notes to 7htFaerit QUWl, Cantos XI and XII 

CANTO XI 

I. Thr Plor. The Redcross Knight rcaches the Braun Tower in which Una's parents, 
the King and Qu("cn of &f.:o. arc besieged by the Dragon . The monSter i ~ described. 
The first day's fight is described, in which the Knight i~ borne through the air in the 
Dragon's claws. wounds him under the: wing with his lanet. but i ~ M:ofchcd by the 
R.ama; from the moosIC:r's moulh. The Knight is hnkd by a hath in the Wdl of Life. 
On the: S('Cond day the Knighl gives the Dragon several sword· wounds. but is stung 
by Ihe monster's (ail :lnd forced to reUGI by the Hames. That night he i~ refreshed 
and healed by ,he balm from the Tr~ of ufo:, On the third dlY he sb ys ,ht Dragon 
by a thrust into his vitals. 

II . Thr Alkgory: I. M:l.nkind ha.s been deprived of Eden by Sin or Slian (Dragon). 
T he ChriS[ian overcomes rhe dev il by means of the whole armor of God (shield of 
fait h, helmet of ~a1valion, sword of the Spirit, erc.). The soul is ~ (l englhened by the 
ordinances of religion: baprism, regenerJl ion, etc. 

2. There is a hinl of the long and desper.lle snuggle bC"twCen Reformed England (St. 
George) and the Church of Rome, in which the power of The Pope and the King of 
Spain was broken in England, The Netherlands. and OIher paru of Europe. Some may 
sec a remorer allusion 10 rhe delivery of Ireland from the same ryranny. 

13. BE AT YOUR KEEPING WELL. be well on your guard. 

iii. This stanza is not found in the edition of 1590. 

30. AND SEEMD UNEATH. etc" and sccmed to shake the steadfasT ground (so 
thaI it became) unslable. Church and Narts lake unrath to mtan ~bencath~ or -un­
derncath~; Kilchin con jcaurcs -a1mosl. ~ 

31. THAT DREADFUL DRAGON. symbolical of Saran. Spenser here imitatcs!he 
combal bctwccn 51. George and the Dragon in the Stwn Champions ofChristmdom. i. 

32. This descriplion of the dragon watching rhe tower from the sunny hillside is 
justly admired for its picturesqueness. power. and suggestiveness. The language: is 
extremely simple. but the effea is awe-ilUpiring. It has been compared with Turner's 
great painting of the Dragon of the Hesperidcs. 

42. a THOU SACRED MUSE. Clio, the Muse: of HislOry, whom Spenser calls the 
daughter of Phoebus (Apollo) and Mnemosyne (Memory). 
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56. Till I OF WARRES . ( IC. Spen ser is hCle supposed to refer 10 his plan 10 con­
tinue the Fl1fri~ Qllc'fllr ;and nC"~1 of rhe W;l1'$ of the English with Philip II ("Paynim 
King~) lnd the Spanish ("S!l.r:lZin"), 

61. LET DOWNE THAT HAUCHTIE STRING, (IC .• (case (hal high.pitched 
str:lin :.r.nd sing !I. st'\:ond (or 1(llOr) to my (IOW(f) lune. 

120. AS TWO BROAD BEACON S. Kitchin thinks Ihis p:usagt' is a rtminiKcnC'C 
of the b.;,Jcoll- iir~ of July 29. 1588, wh ich signaled the mini of Ihe Atnl~" off Iht 
Cornish cooul. 

158. HER FLrl T ING PARTS. her shifting pms; n:fming 10 the instabili ty of me 
lit. 

161 . LOW STO UPING, .~woopjng low (10 the' ground):.a teml in falronry. 

167. HAGAJ(D HAUKE,:l wild, uUlamcd falcon . 

168. A80VE HIS HAlILE MIC H'I: beyond the mcngth of which he is ca~ble. 

172. HE SO DISSEIZED, etc .. i.e. the dragon heing ,hul dispow .... d of his rough 
grip. The (on~[rucdoll is nurnin;u ivc absolule. 

185. AND GREEDY GULFE DOES GAI'E, ete., i.e. the greedy waren gJpc as if 
they would devour the land. 

187. T HE BLUSTRING BRETHREN, Ihe winds. 

228. HIS WIDE DEVO URING OVEN, the furnace of his maw, or belly. 

235. THAT GRF.AT CHAMPION , Herculn. The charmed garment stlXpcd in the 
blood of the Centaur Nessus. whom Hercula had sbin, wa.s given him by his wife 
DeiJnira in order to win back hi~ love. Innead of acting as a philter, the poison.robe 
burned the flnh from his body. Ovid's MdllmorpMrn, ix, 105. 

xxvi ii. Observe Ihe corre~PQndcflce berwcen the adjeclivn in I. 244 and {he noullI in 
I. 245. The sense is: "He was so faint: etc. 

261. THE WELL OF LIFE. Thi~ incident is borrowed from &vis fJ[HllmpllJ1I. The 
allegory is bued onjfJhn, iv, 14 , and Rnlrilll;fJn, lOtii , 1. 

267. SilO , the healing Pool ofSi loam,jfJhn. ix, 7. Jorebn. by bathing in which Naa­
man was healed of leprosy. /I Kings, v, 10. 
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268. BATH. in Somersclshire, a lown famous from the earlicst times for ilS medicinal 
barns. SPAU, a town in Belgium noted for its healthful waters, now a generic name 
for German watering-places. 

269. CEPH1SE, the river Ccphissus in Boeotia whose wa[(~[$ possessed the 
power of bleaching the Reece of sheep. Cf. luiah , 1. 18. HEBRUS, a river 
in Thracc. here mentioned b«ause il awaked to music the head and lyre of 
the dead Orphws, as he Roared down its stream. Ovid's MrtIJ.morphosn, xi , 
50. 

295. TO MOVE, moving. This is a French idiom. 

300. AS EAGLE FRESH OUT OFTHE OCEAN WAVE, etc. There was an ancient 
belief. Ihal once in Icn yean the cagle would soar imo the cmpyrtln, and plunging 
thence into (he sea, would moll his plumage and n:new his youth with a fresh supply 
of fcathers . 

312. HIS BRIGHT DEAW-BURNING BlADE, his bright blade Aashing with the 
~holy w.uer dewM in which it had been hardened (I. 317). 

322. NE MOLTEN METIAll IN HIS BLOOD EMBREW. i.e. nor sword bathe 
iudfin his (the dllllgun's) blood. 

335. WITH SHARPE INTENDED STING, with shup, outmetched sting. 

366. THE GRIPED GAGE, the pledge (shield) seizc:d (by the dllllgon). 

386. MISSED NOT HIS MINISHT MIGHT, fdt nOt the loss of its diminished 
sm:ngth; i.e. though CUt off, the ~w nill hdd to the shield. 

xliv. In comparing the fire-spewing dllllgOn to a volcano, Spenser follows Vergil's At­
nna, iii , 571, and Ta5$O's JrntsIlkm Dt/ivmd, iv, 8. 

406. A GOQDLYTREE. C( Gin/sis, ii, 9, and &vtlation. xxii, 2. 

409. OVER ALL WERE RED. everywhere W('[e spoken of. 

414. Cf. Gtnts;s, iii, 2. Adun and Eve W('re c:xpdlcd from dlC garden lat 

they should eat and live forever. 

434. DEADLY MADE, a creature of death, i.e. hell-born. 

469. An imiution of an in<:idcnt in the &wn Champions in which a winged scrpent 
attemptS 10 swallow St. George; i. I. 



477. AND BACK RElYRD, and as it was withdrawn. A Gallicilm. 

490. WHICH SHE MISDEEM'D, in which she wu mistaken. Una ftattd that the 
dragon was not dad. 

CANJD Xli 

I. Thr Plot: The death of the dragon is announced by the watchman on the ~r 
of rhe cil)', and Una's parenrs, the King and Queen, accompanied by a pat rhrong. 
come fonh rejoicing ~t their deliverance. The Knight and Una arc conducted with 
great honors inro the palacl:. On the eve of their betrothal, Archimago suddenly 
appears as Dues.sa!; mes5(nger and ciailTl5 the Knight. Their wicked attempt is &us­
trated, and the pair are happily beuothc:d. Aller along time spent in Una's society, the 
Knight sets Out 10 engage in the further service of me Faetie Qucene. 

II . TIK AIkgory: Holiness. by conquering the devil, frees t:hr: whole human racc: from 
me tyranny of sin. It is embarrassed by me unc:xpech~d appearancr: of the conse­
quences of its past sins, but makes a manly confession. In spite of hypocritical in­
uiguel (Archirnago) 3nd faW: slanden (Dueua), Holiness is united (0 Truth, mlJ$ 
forming a perfect character. The champion of the church miliwlt responds chc:r:rfully 
10 Ihe calls of dUly and honor. 

2. Reformed England. having destroyed the brutal power ofRame. is firmly 
united to the truth in spite of the intrigues of the Pope to win it back. 10 allegiance. 
It rhen goes forth against the King of Spain in obedienee to the command ofQw:en 
FJizabcrh. 

3. ¥ERE THE MAINE SHETE. shift the mainsail. BEARE UP Wit H mE 
lAND. dire« the ship toward land. 

25. Otrf OF HOND, 2t once. 

43. OF TALL YOUNG MEN. An allusion 10 Queen EJiubr:t'h's Pensioners, a band 
of the tallest 2nd handsome$[ young men, of the best &milia and fonunes, dw 
could be found (Warton). ALL HABLE ARMES TO SOWND, aI.I propet' to ,r-'d 
armes. 

57. TO THE MAYDENS. to Ihe accompaniment of !he maidens' timbrels. 

71 . IN HER SELF-RESEMBLANCE WELL BESEENE.looking wd.l in her Ie. iiI_ 

blance to her propc-:r self, i.e. a king's daughler. 

73. THE RASKALL MANY, the erowd of common people. 
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116. OF GREAT NAME. of gr~at celebrity. i.e. value. 

117. FITfiNG PURPOSE FRAME. held fitting conversation. 

xiv. Kitchin and Percival think this whole passage a clever compliment to the parsi­
monr of the Queen's court. 

161 . THAT PROUD PAYNIM KING, probably a reference to Philip of Spain. 

168. NOR DOEN UNDO. nor undo what has been done. 

173. IN SORT AS. even as. 

205. ALL WERE SHE. although she had bem. IN PLACE, in vanous 
places. 

313. BAIT. In Spenser's time bear-baiting was a favorite pastime of the people and 
received royal patronage. 

328. T HE HOUSLING FIRE, the sacramental fire. Spenser seems here to have in 
mind. not the Christian houul or Eucharist, bUi the Roman marriage rites with their 
symbolic fire and wate r. 

347. TRINALL TRIPLICIT IES. the threefold three orders of the celestial hierarchy 
according to the scholastic theologians. They were as follows: (I) Seraphim, Cheru­
bim, Thrones; (2) Dominations. Virtues, Powers; (3) Princedoms, Archangels. and 
Angels. Cf. Dante's Paradiso. xxviii, Tasso'sJn1tsaum DdivfTrd. xvi ii , 96. and Milton's 
Paradis~ um. v. 748. 

375. HER TACKLES SPENT, her worn-oUl rigging. 
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